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PREFACE. 


I should not presume to intrude this work. on the | 


attention of the public, did I not flatter myself that it may be 
found in some degree worthy of notice, and that thé manner of 
its execution may be the means of facilitating the attainment 
of a general knowledge of Music. 

The principles of a science remain always the same; but the 
manner in which they may be best explained must depend on those 
who treat of them: it is for this reason, that each writer on the 
subject oer a method of his own; and it is on this pel that I 
SUM pursued a plan very different ion any yet followed. 

"The Introduction to this work contains the first rudiments of 
Music; these have been seperately treated, as they particularly we 
y late to its practice üs ee Part the first, treats of the essential | 
principles of the science, and of some subjects not usually taken 
into consideration. Part the second, treats of Harmony or Thorough- 
Bass, in the explanation of which, L have endeavoured to unite 
method with perspicuity. Part the Bb. hindi to shew the 
application of Harmony, by the laws which govern its use. Part 
the fourth, and last, contains a short musical Analysis,and enters 
so far into Composition, as is necessary to illustrate the preceding 
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jecte. it has been for the sake. of thibse; who, -wishing to enter 


‘into the reason er things, might not | rest content with taking 
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a rule for granted: and if 1 have had occasion to differ with | 


some great. authorities, T have assigned reasons for So doing 
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and. have given their opinions: with eat d own. 

With these observations, I: now submit. this work to the 
DE. 

Public; and should it meet their ‘approbation, I shall think 
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myself amply compensated for any pains I have dei 
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NTRODUCTION. 


XIII, 


" RR = er A 2 


Mn PRELIMINARY OBSERVATIONS. 


MUSICAL pea d are nad by certain characters called notes; named 


in this country by. the: first seven letters pe the MANSE, rhus: 
" Lr a, rigen ODE EG. 


and in most other countries by the seven following syllables, viz: 


a 
E 
> 


‘ut. re. mi. fa. sol. la. si. 


' 
i 
1 


m 
Li 
E 


but to comply. with local custom, the former names only will be herein adopted. 


"Musical notes, are situated either, within, above, or below five parallel 


"lines, drawn thus: 


4 ` - Ta H s - 


e When notes go above or below these lines, additional or ledger lines, must 


then be drawn, as thus: | pr ar 


When notes go beyond seven, their nàmes are regularly repeated; so that 


d ed: eight degrees apart, are the same in name, and are also said to, be in 


the octave. . M 


Ea LU 


= s These syllables are however bert ‘ased 49 name the notes: of the voice. being better adapted. for pro. 


a tera“ than letters s- also for the greater conveniency of utterance the Italians have cha: aged the First syllable 


ut anto dO. . 


AIV. INTRODUCTION. 


(S2.) 
OF CLEFS. 


Clefs are certain characters, set at the beginning of lines, in order to regulate. 
the names of notes; as well as: P distinguish those proper for one voice or in- 


strument, from another. 
The clefs in common use * are five in number;here follow their names and characters. 


Counter tenor. Treble. 


Bass. Tenor. Soprano. 7 
A 27-1 5 Sh SAP ET A Y 
ELIA 12i A 
Ti r Er a EIA RIGIDO E 
fi A A da 
The Bass clef, . 2 . _ set on the fourth line . - -is named F. 
The Tenor clef, _ . . set on the fourth line) © 
The Counter-tenor clef, set .on the third line” . . is named\C.. 
The Soprano clef, . . set#qn the first _ line 
The Treble clef, . _ . set on the wen line. - _is named G. E 


USE of the CLEFS. 


The Bass clef, is used to name the notes of all dini toned Instruments; 
as the Double Bass, Violoncello, Serpent, Bassoon, "SEES: i i : 
The Treble clef, is used to name. the notes of an met dd Instrumente; 
as the Violin, Flute, Oboe, Clarinet, &c. : | 
/The Tenor, Counter tenor, and Soprano clefs are used, to name e notes of such 
sounds as lie between the extremes of high and low. The Tenor clef,. is often used 
fo express the higher notes of bass instruments: The Counter tenor clef, is prin. 
cipally used in music for the Viola, or Tenor-Violin: The Soprano clef is occasion, 


ally introduced in music for the Organ; but in this country, is seldom used for 


any other Instrument. | eae 


Music for the Organ may homens be written in all these ua bitt that for 

the Harpsichord, gr Piano Forte, is usually now on written in two; the bass and 
. treble clefs. | | P 4 Em 

| All the above ¿Hee are likewise used to name the notes for dibhivost voices; 

particularly in Choruses, Anthems, Glees &c; where each part is written in 


its respective clef: but: music for a Soprano voice only, i is ¡most snahy written. 
in the Treble clef. dai / 


> t4 


E AE 


3 Those not in common use, are le Baritono, or bass clef on ihk pe line; the Mba. or tenor 
clef on the sesoni line; and. the Frénch clef, or treble on the first 1 Hae. As these clefs are now almost obsolete, this 
mention of them. may. be dy ¢ sufficient. ae orgy AES s E 


; i 1 a ia y E 


Z 
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"OU e) 
NAMES of NOTES. 


| Here follow the names and scales of notes, in the five mentioned different Clefs. 


Rede f 
a oS a A A A ARA 
ee ero ttt HH 
Treble. =e Fee eE) 
IT La RHENO : waro LIB ze ELI TILCHTTITIITIT Àm 
Soprano. pe o] 
"m e C E def£a 
ip c de æ 
á 1 i i i BA MRS IUS: cod SASA V Se GI WE i © MR dl E ee G ee ee | 
Counter Tenor. PE eae ey 
| SUE ERE le | 
: xj ` W- 
i ATUS ANE ZU AP TE N. a es A 
Tenor. A I d A A S a DA PAA E Fe -HH + 
ATKA a TRA TEORA | 


ff praabbc d I: 
Bass. EE EE REED EI 
3 223. Se sO SS Leg wc 9 1 LS A LA A | 
vd gu £gabcdefga c > 
oe tee crs. OBSERVATIONS. 


1. This mark;kis intended to shew the note, from which each clef receives its name. 

2. -Those notes with names over them, are more proper for instruments, than voices. 

3. The &c denotes the usual, tho' not the greatest extent of each clef. 

4. The notes immediately over or under each other,although situated in different 
clefs, are not.only the same in name, but also in sound. This shews the various 
manners in which the same sounds may be expressed by notes. - auus 

5. The notes in the Bass and Treble clefs are carried to their fullest extent, 
in order to shew that every sound may be expressed by these two clefs only: to 
understand this, observe, that the highest bass note, is only one degree lower than 
the treble clef note marked thus X ; and that the lowest Treble note, is only one 
degree higher than the Bass clef note marked also thus x . ; 

6. When/notes go beyond the highest F in the Treble clef,they are usually written 

. in the octave below, with 8V? over them; in this case every note is played an octave 
higher than it appears, till contradicted by the word loco. In Music for the Grand 
Piano-Forte with the recently added Keys, as well as for many other Instruments, 
this manner of notation continually occurs. 


7. The Clefs proper for different Instruments and Voices, having heen already 


explained, it may be unnecessary to repeat which of the above should be applied 
to any one in particular. . | | an 


YAA A 


A C Tin I 


INTRODUCTION. 


64) 
CHARACTER and. VALUE of NOTES and RESTS. 


The value of Notes is determined according to their: different degrees of length 
or duration, and is expressed by certain characters. | 

Rests, are characters denoting a degree of silence, equal in ent to the du. 
ration of the several notes by which they are named. 


ee CHARACTER. E. UT 


1 QU TM 
Notes: | | 
Quaver. Demisemiquaver, 


Thus a semibreve is the longest noted; the minim the next; the crotchet 
the next; and so on to the demisemiquaver, which is the shortest note. 


L mln P 


Names: ~  Semibreve. 


Rests: 


The length of each rest follows in the same decreasing proportion: and as 
each rest is equal to its respective note; so, to hold a note, or keep its rest, is 


A 


in time, precisely the same thing: 


komo Led o ib e O a aros 

N — J^ or 4 | J | A "e o : Crotchets. 
v NIS EE aevo rc, 
dic d eri rrrrrrE ETE aes 
PO ag 32 J mam EE m a tenn 


The same relative i didis also hold good as to berba 


O 


^ 


sothat a © is equal 
o 
5 
00 


nf 


Dg 4 ES 
ES Thé debtor is; the longest note in common use, but not in musics the breve, TENE thus E heing 


twice the length of a semibreve. The use of the breve however is chieily confined to music for the church. 


go 


| Xe sey om " y he Ed 205 ^ JN P PAS ett 2 d e y WT— ot VN Ww". 2 Ew 
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Do TA hed "^ INTRODUCTION. | | aD apt 
"WA 
($5) 
| "m 
y Sl oe j ; 
CHARACTERS in GENERAL. 
| Y Beside those characters which determine the name and value of notes, there 
are various others, whose name, figure, and use, here follow: 
| - cu 2 MN 
(1) sharp. . (2.) flat. 5 (3) natural. aoa sharp. (5. double flat. 
| Nu : U x. or B. 
(6) dot. (7) tye or slur Jj (8) pause. (9) sign.. 
Sa um o X 
| $ | (10 ) bari (1) double bar. (12) repeat. | (13 partial addas. 
| etme hae | aay | i ‘||: or lI: x ll I 
+ a : , ‘ : iL . $. 
I x. 
| | USE of these CHARACTERS. 
| 1. The sharp, raises a note, one semitone or half tone. + l 
| 2. The flat, lowers a note, one semitone or half tone. 
3. The natural, takes off a sharp or flat, whether double or single. 
| 4. The double sharp, raises a note two semitones, or a whole tone, 
I y bs) Bae: double flat, lowers a. note two semitones, or a whole tone. 
i / 6. The dot, will be explained in the (9): following. 
| 7. The tye, will be explained in the next (S), and the slur in a (59. 
‘8. The pause, denotes a short cessation of sound. 
9. The sign, is used ‘as a mark of reference. 
|! .10. The bar, divides. notes, when they amount to a certain value. | 
. conclusion, wee : 


11. The double bar, divides pieces into sections or parts,and denotes a 
from the right of the dotted bar. 


Y 


ae: Ag. Repeats, take place first from the beginning, afterwards 
be i DE Partial. repeats, take place on the dotted side of double bars. 


— 


33 de A semitone or half tone, signifies that GR oF sound which lies between any two. Following tonesy 
i for instance: between C and D lies C nep tkerefore from C to € sharp, or Sabon c sharp to D, the distance 
7 A à * E 3 


is only a semitone or half tone. ^ 


WD 


; X VHI : "INTRODUCTION. 


GEIL 
Of the DOT, and the TYE. 


A dot added to a note, makes it half as long again. j 
The second of two tyed notes of the same name must not be sounded again, - 
.. When any two notes of the same name are tyed together, and the second note 
is half the value of the first, they then express the same thing as onenote dotted: 


in these cases the tye and the dot are synonymous, and so far the one explainsthe 
nature of the other, | 


Of the SINGLE DOT. 
P 


dotte d notes. 


L] 

I 

[ 

a i 
i 

1 

K 1 


tyed notes. Sr o> rt 
it 
However the tye is used where dots cannot be introduced, as in binding. two, or 
v more notes of equal value, and even dotted notes themselves. | 


dotted notes tyed ; 


even notes tyed x 


dotted rests. 


explained. 


double dots. 


explained í 


the works of modern writers Td 
oe ‘Of the TRIPLE por. Poer. 

Upon the above principle a note or rest may be dotted three times: each dot 
being half the length of the one precedin | E ONU IE 


triple dots. Do a0 


explained. 


riple dot used in the works of any writer what _ 
wholly his own. But whether the.triple dot 


j ) ssing such complicated bars as explain it,must 
be determined by the discerning reader, 


CAS. SSD ERP oe 
TOO 
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(sy) 08 
Of TIME. 


Time regulates the duration of musical sounds, and divides their notes by bars, 
when they amount to a given value. _. 
| Time is either Common or Triple; that is, even or uneven. . 

| The characters and figures denoting the different degrees of Time, are as follow. 


| | - Common Time. > "UTE ^ Triple Time. 


| c &26 6 BB 3.9 9 
AS a 4 8 


The above characters and figures have all a reference to the semibreve, as being 
the longest note. The two first characters denote that a bar shall contain a semi. 
breve, or notes amounting to its value. The figures comprehend more or less portions - 
of its value; of this. the upper figures are the enumerators, and the lower ones the 
denominators; that is, the upper figures signify that each bar shall contain so many 
parts of a semibreve, as is specified by the lower figures. ; i 


GENERAL EXPLANATION of TIME. 
or d signifies that each bar must contain 1 Semibreve, or notes of that value. 
| 2 Orotelete, ^ or 
A E 6 Crotobels, or 


Y 
Oto Ho Oo 6o Mie o2 OO) PO) HERO) 


; . 6 Quavers, or, 


12 Quavers, or 


Minims, or 


Crotchets, or 


3 
3 
3 Quavers, or 
9 


Crotchets, or 


= 


© 


Quavers, or 


ALLABREVE TIME. 


This time takes its name from the reve; and is either common or triple. Common 
allabreve time is marked thus, 2,or Ọ: Triple allabreve, thus 3, or f | 


- A LLM E ACE E REIS | AAA AN i | 
a E EET e MO es ROE IE cu RL Ub UL p SHEER ves WOME NORE tUe ES o AR Sk SEL 3 I INED? IND e INE e EI te RR UP —— GNO | 

PE VA A ucc: q c-AqQqQ OMNI SUA S DON US mure NON IT 3E Dol rt s o sv veste À 

WES RUC SENET ¡OSO KAR (SERRA E STIR ow] AER PARE, Gm ASA i 


i This manner of writing allabreve time is very seldom used, except in church 

M - music. ; Laer ; pe | 
Allabreve time is however very often used, when it contains one semibreve or - 
its value in a bar; for instance as follows: d | 


L| 
Lil NE NN Lam 
2... _----.: 59%: AA A A MS NL A 
SS ES A SS A SS A A A AS A A a A A —1———39————— a 

a 


As pieces in allabreve time are generally performed as fast again as written; 
so if re-written in notes of half their original length, they would then appear 
just as performed. It must therefore be evident, that allabreve is now nothing: 
more than a Style of writing. 


+ These Times are seldom wed , 


| xx | INTRODUCTION. 


- v 88) 
Of ACCENT. 


Musical Accent depends much on Time, and Circumstances, but is neverthe_ - 
less subject to i 


SOME GENERAL RULES. 
1. The first note in a bar of.any Time whatever, is always a note of the 
greatest emphasis; as is here expressed by the grave accent, thus \ UM. i * 
| M 


X ; X 
o xl 
Ta, A E 5 I R 1 EA i EE -———— | 


-. Secondary accents take place according: to circumstances: for if a bait 
contains four notes of equal value, the secondary accent is on the third note: 
if a bar contains ‘eight notesvof equal value, the. secondary accent is on the 
fifth note:.if a bar contains twice three notes of equal value,.the secondary ac. 
cent is on the fourth note: these are all here expressed by the acute accent, thus: y. 


S. WES LI. N A 


z. 
RT 
"o 
rd 
® 
e b 
LET 
3 ; 
e 
-g 
b 
Y 
d 


o real secondary accent whatever: for instance | 


zz. = N call ze SETA 


But when Triple time is not performed very fast 
be given to the part of the bar marked thus A. 


4. If several long notes of equal value are tyed together, they should all be 
continued with an equal degree of force; as thus: ^ ! | 


{ia secondary accent may then . 


5. When a note on the unaccented part of a bar, is tyed to another on the 
accented part of the same or the following.bar, the ‘second note then becomes | 
‘Syncopated or driven; for instance; de 


^ 


ACCENTED NOTES A UU TYEI |. MOI EVNCOPATE 


6. If along note is situated between’ two shorter ones 


| | „it must be accented, 
without regard either to its syncopation, or Situation; 


as is here expressed 


T. Lastly. On some very particular occasions, 
is, the accented part of the bar may become unac 
accented. However unde 


INTRODUCTION. > d XXI | 
9) | VEMM. . 3 
EMBELLISHMENTS. 


Embellishments are the Ornaments of Music; and consist of Grace, Manner, 
I". and Force. : : 


|| i : are those NUN QT SMS hai may be added to music in general; awd which 
are by name, deu and nature, as follow: HR a. i dal uen f 


1 A 


turn. shake. beat. turned shake. appogiatura. 


| 
| 


| Graces 


| explained. 


Whatever time of a bar is given to any appogiatura, so much must always 
be taken away from the note following. 
MINER MANNER. ee ARAS 
> signifies that expression. which may be given to any musical passages, and 
which i is of four different kinds, viz: 
slur.. — staccato. . mezzo xtatiéntn..  slured staccato. 
ee es (1011 l à per ees e- 
Slured | ALES. a 2 are performed smooth, 
Staccato notes, „are performed distinct., 
Mezzo staccato, . are performed smooth and distinct. 
Slured staccato, . are performed very smooth and distinct. 


AS 


A 3 : TSI emere FORCE. > m—— — 


Here fallow all the different degrees of force that can be given to mu- 
sical. sounds., | 


PPP,- or piano pianissi mo, signifies, the softest possible degree of sound, 


AR oi Me pianissimo, very soft. 
A - - “er piano, soft. 
mez: f, - or mezzo piano, rather soft. 
mez: f,- or mezzo forte, A ia | Tat EEE loud. 
i tt Tiu l Sr Forte, T BASRE 1 Be 
or JJ _ of fortissimo. 0 very loud. 
SSF, - - or forte fortissimo. es — the loudest possible degree of sound. 
The several gradations of sound are expressed as follow: | 


-—] or cres: or crescendo, signifies a gradual increase in loudness. 
(== or dim: or diminuendo, signifies a gradual decrease in loudness. 


The crescendo and diminuendo may be mixed, as thus . 


The diminuendo and crescendo may be mixed, as thus . | >< | 
r AN pe once A COR RESIS CUP KY ORE ra : 
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E NUES AE o e E NL CEN tut SEL eae NAAA RARA a SS By L S 


INTRODUCTION. 


Gu) 
Of LICENCES. 


Musical licences are either.real or imaginary: they are real when notes 


XXH us 


HS 


are added to others, whose number was before complete: they are imaginary, 
when any number of notes are abreviated, because this neither alters their 
quality or quantity. 


Licence” A TYTN LO NS | deal relacio 
SPRA y TN i p 


"Three notes of equal value, as thus dil are,in Time, only considered as Two. P f . 


Five PREET Faw. "TT 
P eu | 

Six M —À HÀ ae Hedda — Four. EEFT., 

Nine | 42111112 E — — oe Eight. Uu. 


Now,as three notes are only considered as two, they must be performed a little 
faster than usual, to bring them into the Time of two: and so forthe other addi. 
tions to the time of any regular number of notes... IN RU | 


This mark „æ> 
This mark —À 
This mark | by itself signifies, that quavers preceding it must be repeated. 


This mark ææ semiquavers `- repeated. 
The word Segue, set against abreviations, signifies a repetition of preceding: notes. 


set-against a note, divides it into quavers. 


semiquavers. 


Er 

ry mue» 
va! 

um 


Abreviations 


explained. | 


i 

I 

| 

| 

" i 

A. — H 

= Bd E ! 

MZ ARES eT 1 x 
pe | 


This explanation of abreviation has been here deemed necessa 
frequent use made of it in the works of modern writers 

. 3 . SF ; E . 4 
essential part of musical notation. 


ry, as from the 
it is now become an 


Oey E 
EE 
ASE 


PAA 1. 
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Containing sential principles. 


ot NEM CHAPTER. I 
NATURE and ORIGIN of the SCALE. 


a as 6 TR "The SCIENCE of Misi: is established on a gradual 
succession of sounds, called the S SCALE, 


its .ieriglat LA ni 2). Of this scale the musicians of antiquity are said to 
| | TUS the,inventors; but they should rather be looked up to as its dis. 


coverers ; for since the properties of sound have been physically con. 
| sidered and investigated, the scale has: been: Fund to exi st in náture. 


ad (S 3 af "The natural existenc e of the scale has been ascertained by 


| existence, 


the resonances or vibrations of z any given or primary sound. 


zu IUE For. as the tremulous motion which one sounding b 
for. S 


ody acie from 


fhe Napule wd another, on communicating: itself to the circumambient 


fluid of air, 


causes on the ear that sensation called sound; sso,during the 


: continuance of these vibrations, as their power on the air becomes less. 


d and less, the sound becomes. more and more acute. Thus from a primary 


or generating sound (which changes itself, by a greater, 


or icis degree, 
fo a more acate state, 


at every successive vibration) a series of secondary 


| Pis sounds arise, not produced by chance, but by the immutable laws of 


nature; and from this cause, idad are produced, which of 


themselves 
| establish the scale. 


bo 


: proved by 


o wibration. 


3. Scale. 
2. Effect. 


1. Cause. 


5 / 
x I 


+. Harmony. 
i explanation. 


of the 


scale, 


of its 


completion.. 


of the two 
fundamental 
chords. 


Zi] DLAI ARE TANT EE 


NATURE and ORIGIN of the SCALE... | ran 


"A 


. (S 4). Now; supposing a string. tuned ‘to the fixed sound named C . 


in its gravest state, to be in motion, for the purpose of proving 


* 
-^ 


The NATURAL EXISTENCE E vf the SCALE and of. HARMONY. 


eo ee REX eo] - 
*T3 ced SO no 2 So or E E 
f tH 


Vibrations. "ai uen | | oa — ^ bo ho <= 
aeree TS 2 Sas = a E — RR À 
ce AIN A ae EN H 

CRD, WHEY » RETA a Y l 
IEA TALA TA Y E — POTD LE LRA OT PERERA TSE ORES L 
E Wort 
a aara eaS S, d 


Ee Oe, OS VE ESTA 
et $< "SH STATE 


Concord, ; —. Discord. 


q x A + 


5. . From the string « or cause at i arise the AT or VOTRE 


at 2. from which is. drawn the SCALE at 3; and” the two fun. 


damental combinations at 4. 


6. The vibrations at o. p. qd. r.'s. t. w. x. shew the scale as it exists 


in nature ;. the Lops of which are taken in a graver octave at 3. 


aA The vibration at v. which: is a more acute Pc M of that at n. 
cannot be. received in the order of the sounds at 3: but as the vibration at 


v, divides itself as at w, it's second part is taken, and the scale thereby Ted : 


8. The vibrations at the distance of an THU dre drawn together into one 


point as at hb. ks 1. m, || n. Y, and are condensed, in order to shew © 


. the nature of the two chords, which are the basis of harmony. 


extent of the 
vibrations. 


jm. If all the vibrations arising from the cause at l. were given, 
they would extend much. beyond. that at.x: but. they, being irrelevant 


to the subject in quen are not taken into consideration. 


- Chap: 1, > © NATURE and ORIGIN of the SCALE. ' 2 3 
es. de VU ID The vibrations af a string on hevét PARERE TEC are certainly 
vibrations 

ET not so. distinguishable as those produced from a string * by a: bow: but. 
UM from the difficulty of the ear to enter into, and give its immediate. 
| assent. to hse vibrations, in either case, they will always be better 
[| 
| understood in theory, than in practice . 
| 
| p He (s 5)3 However their existence . may be more clearly: proved by the 


explained, 


| | following means: id | $ 


iaa | v" a stringy tuned as above, be stretched on a sounding board . 
of a string. over two bridges, one at each end: then let it be divided, (which may be 
| dóne by moveable bridges) into the- following parts: into one half, and it- 
a | will give the octave: into one third of its whole length, it gives the octave 
B of its. fifth : into one fourth. the double octave: into one fifth, the. double 
octave of its thiid: : into one sixth, the double octave at its fifth: into one 


seventh, the double. octave: of its flat n and so on, according to 


à $5 ' the several ratios. “here set. dom dic LUCERE 


^ 


sounds. 


t 


" 


| String. 


et 


[/] 


divisions. 


i: As E x i E 
PAS al (S 6) QU Were it necessary to say more as to this operation of nature, 


^ Instruments. 


“the sounds produced by tubes, such as the horn or trumpet, might be Tor: 


adduced, as they are exactly after the above ratios. A Dea nr 


But perhaps this may be sufficient to illustrate what has been 


/ 


: advanced, and to conclude this chapter, for the present. 


"o n 


» * ^ — 


* Si Yon fait Toronnir avec nee force une des grosses cordes d'une viole ou d'un yididhuelle en erent: 


Varchet un peu plus pres du chevalet Qu à l'ordinaire, on entendra didtinctement, pour peu qu' on ait lorielle exercée 
à "et attentive, outre le son. de la conde entiere, au moins celui de son octave, celui de. loctave de sa pics et celui de 
la double octave de sa tierce; on verra même frêmir et Von entendra rèsonner toutes Ta cordes montées a’ 1' unison de X 


ces sons là. Ces sons accessoires accompagnent tonpo un son principal quelconque; mais quand ce son principal est, 


i 


aigu, les autres ít sont moins sensibles. | 
On appelle ceuxci les harmoniques du son IN 1 ; c'est par eux, selon M. Rameau, que tout. son est . ^ 


t appreciable, et c'est en eux que lui et Mf. Tartini ‘ont cherche le percipe de toute harmonie, mais par des routes 
| . ira j O ei A Paes og 
directament contraire . 3 Eh : CN UE Rousseau P. ERES SA c 
^ CENE P Dic: de | mus; 3 jl ys 
NIAE n CASO 4 Proce son. E 


EXAMINATION of the SCALE. d Part 1. 


CHAPTER Il. 


wy 


EXAMINATION of the SCALE. Ae MM 


- ancient division 


(s. 1) The. succession of sounds which compose the musical 
of the scale. scale, was anciently divided by the greeks into T ETRACHORDS, or systems of 
i four sounds each ; which were either conjoint or disjoint. 
| In conjoint Tetrachords, of. which there were four, the last tone 
of each served for the first of the one succeeding. a 

In disjoint Tetrachords, of which there were only tw o, the sounds 
of ok were intirely independent, of the other. 

But as the two disjoint tetrachords are most simple and uniform 


in their. construction, they only will be here considered. * 


Nx 


i (s 2 J The scale according to the modern division, colita m x 
- division, gradual succession of eight sounds, in regular progression; the first being 
the most grave, the last the most acute, and the intermediate ones bearing 


seguir proportigus 4 s 
'The scale however contains but seven real tones; as the eighth 
may be caido as "imaginary, since it i is nothing more than the first 
-tone repeated in the octave: this repetition is necessary to complete the 
scale, and to connect its given tones with their subsequent repetitions, as’ 


well as to keep it in a state of movement or progression; and it is by the 


\ 


eighth, or first tone repeated, that the scale i is capable of extension. iba 


.Both the ancient and modern divisions of the scale will be con. 


I 


sidered in the following examination of it. 


~ 


HER + Saint Gregoire fat, dit vile premier qui changea les T itbigokdes des anciens en un Eptacorde 


ou’ systéme . de di notes, au bout. desquelles commençant une autre octave, on trouve des sons. semblables. 


repères dais le même ordre. Cette decouverte est tres belle, ‘et il semblera singulier que les Grecs, qui 


voyoient fort . bien les proprietes de loctave, aient cru, malgre cela, devoir rester attaches a leurs "rum 


tr acordes: a A s PEST Rousseau 
j ic: de mus: 
* voce, echelle. 


Y tes: dE 0 Mr. EXAMINATION of the SCALE. "ne; ; | 3 


3 
D orba bains ! (S. Bd Each part of ke scale has some particular property, ` 
and more.or jus influence over its respective parts in apium e to 
point x which is the obiect of the following 
EXAMINATION of the SCALE. 
I. . 
Yd E 
“E 
i E ii ¿ 
D T : eed e 
a a be 
properties Borne S and £ = 9 influence. 
x = c t $a 2 . 
A um A Eg s * E 
2 S o E 9 £ E o 
E em oss B. > YN. A -E e MM 
? modern vk A UP De 5. 6. 7. 8. division. 
| action: over balance. < counter balance. | j reaction. | 
p ON a Ss E 
yx —EECEHGUEES Eu Ic a 
- The POA LE aa es E | z 
A4 | ancient first Tetrachosó TUE | “Cond Tetra ü division. 
y a g. a E 
y D y 9 
| governing E A i £ and z E governed 
f - ot. 5 SU 
À | E ER R z 
id A WE | de c 


al ‘general 
‘ x» dnos eva 


we y : s 
Ga) The res ective arts of the scale will now ba explained, 
P P P 


"n according. to the rank, consequence, and influence, ney hold therein. 


NO AE E n i. he fendimentat parts. of the scale, are so called, as 


parts. 


all, the. Othoa., are under their immediate influence; as will be 


AN f 
v 


shewn hereafter. a Me Me r^ E : BO p 
Le ’ i xi "n Mie ancient division of the scale, the relative ‘pro. 
ire gressions of either Tetrachord are precisely the Same; each consisting: 
A of four. parts, whose A chu of sound “are, two tones and one semitone à 
SE UH 3. The modern scale consists of eight parts, whose degrees 


division. 


of sound REG tus Port and a semitone, mid three tones and a, semitone.” 


ape AEN "nh 


I i 2 =" i y id i : : P 
^ > ni V ` ` á 


6 


` the key. 


: leading note... 


> bee 


‘the 


- dominant. 


È \ 
A i 


the sub- 


dominant. 


influence. 
ot the key, and 
dominant, 


influence 
‘of the key, 
dominant and 
subdominant. 


the mediant. 


the . 


-sensible note. 


the 


othe 


* minor note. 


\ EXAMINATION of the SCALE. Bo Mort E. 
(85) — 
The PRI MARY parts of the SCALE. | ; 

i. The KEY, : is both the first and last part, and foundation of the are 

2. TIE he DOMINANT, is the fifth part of the scale, and has greater influence 
dd any other fone therein, except the key, which it governs. À | 

3. The SUB- O MENA NAS is the fourth part of the scale, and i is go- 
verned by the key. , 
| When the dominant governs the key on the first Porte of the scale » it 
has much more influence than when it governs the key on the last part of 
the scale; because the distance described by the dominant is greater in 
descending, than in ascending, to the key. : 

Also when the dominant Sprerny the ti on the first part of the Nats e 
it goes into another tetrachord, dd would completely Overbalance the. 
scale; were it not .that the sub-dominant may receive: dts: government 
from the key at the last. part of the scale, and thereby become a complete 
Counterbalance to the power of the dominant : For the distance described 


"d the dominant descending on the key, and that by the key descending 


, on the sub-dominant, is precisely the same, 


—— M 
Ihe SECONDARY parts of the SCALE. j 
i. The Mediant kis t the third part of the scale, and dicas the | 


mode to be major or minor. For if the distance Trou the key to the 


d mediant be five semitones inclusive, the kr 1S Major; but if only four. 


scanitoHués inclusive, the mode is minor, ys 


Uma “The Sensible note, is the seventh part of the scale, and i is so cal. 


led from its indication of the key. 


3. The Leading note. is the séeénd icd of find scale ,and has as great | 


a degree of influence in descending on, as the sensible note has in as. 


cending to the key. 


4. The Minor note, is the sixth part of the scale, xd 1s here so called, | 


E because on that note the minor scale is established. 


Je . Mediant. so called by Rousseau, see his dic: de mus: c ? 


gv 


mo dification. 


xaajpor scale. 


~ Y 


Chap: Hl. i Of the MINOR SCALE. 


CHAPTER IIL. 


dU Of the MINOR SCALE. 


^v Ü ; ; i 
"vs ($ 1.) The minor scale, is artificial,and has no. real seperate 


character e 


existence of its own in nature; being but a particular arrangrement, and. 


AID modification of the maior scale. The leading character of the minor 
scale, is the depression of: its third tone; which is one half degree lower 
than the same part in the major scale. 


pu 


ud (s 2:) By ‘taking the sixth note of the major scale as the first of a 


derivations ' 


new progression, is formed the artificial, or 


MINOR SCALE. 


ascending. . |^. descending: 
TA A SLA y 7 


NC 


—— 


derivation. | 


SS lt is essential to the existence of the minor scale ascending, 
modification Ere x S MW 


ascending that. only half a tone should be expressed between its seventh and eighth. 
parts: but as that is not the case in its derived state, the seventh must 
be raised half a tone; this requires the sixth to be raised also, other- 


wise there would be too much space, or distance between the sixth 


\ 


and seventh parts of the scale. 


| The minor scale descending is complete without any addition; 
naturally af y " s j 
inse its proper progression beihg that of the very notes themselves, as ta. ` 
Gescen Inge 4 : pis SONS D 


ken from the maior scale. 


y 
> 


a j —_ — 


pity EAS MAR 


ica 


” 


tones and a semitone, and one tone. 


$ s i * : b 
\ s 
| gn mur |) Of the MINOR SCALE: ` | Mure Pa 
ASSR | ots a M To proceed; kie: e method boba with fhe major 
à scale, to a similar s 
i | i EXAMINATION of the MINOR SCALE. B V 
hs > ES » 
: i i o 
T | T "zi $ <a ! £ 2 S : M 
; properties A. À | E and 7 a E influence. 
p ay ed O : = » E 2 > 
= E "d 1 © d 
| E El 3 i= O ly E m 
es Gi Nu E oU BOUM | 
modern . 1. 2. A Ba Ue 7. 8... division. | 
action. , over balance. \ counter balance. ; reaction. 
SCALE. t— F øF ee EL E | ascending. 
y $ i <n BAL DEUR cou ARA ——_ EN 
ancient (first Mosh second Tetrachord j division. 
eee Ea aana AEEA : 
SCALE. ! AAA S atat descending. 
a [SS 3 
| action. O a e * reaction. 
: | : Cr balance y | Unter balansi 
modern 8.. e í 6. 5. (4. d. j Be 1. division. 
por: | = t i 
ke Bs Z E Mer] 
l A zm E 
properties p a * Z and & E de 7 | influence. 
| a S 5 z f Eo bd: y 
b | vie pa he o a t E ae - i 
i A. | X. £Z z 3 7 ee M. 
Y governing (fond: i ‘fund: fund: .. di dba fund;) Pre ed i 
1854 : : parts. _ P 
JU 1. By the ancient ae of the. minor scale, its irregularity — 4 
* ancien i 
ij division. ^ may be perceived; as not one of its tetrachords , either ascending, or ; 
descending, bear the least affinity to the other, in the proportionate . d 
> distances of their parts. 
Bs | | 3 
dr Xs .2. . In the modern division, the minor scale consists of Sihi il 
division. parts, whose degrees of sound are, in ascending; one tone and a. 
| semitone, and four tones and a semitone : in descending twice "two 1 


i The DIATONIC CHROMAT Ic and ENHARMONIC SCALE. 
Chap: IV. | : | 


MED T Ae the iningd scale descending, the seventh is no longer ; 

d a sensible note; but: as the third of the scale ‘Metermiliics its character, 
it acts. Wide an equal. degree: ef influence, as the sensible note. 

ond ae 4. The governing. tones of the minor scale, have the same in 


the scale 


fluence, as in the maior : but the agreements of the two scales should 


ir general. 
e 


PROS be aller as the purpose of fhe above picks AA has been to point 


ae 
. . 


out their disagreements, and to draw a line of tao ade between the 


major, or. natural, and. ihe. minor, or artificial 


Je 


scale. t5 


wo XHAPTERIV .. => 
Of the DIATONIC, CHROMATIC, and ENHARMONIC SCALE. 


ue 
| js: Dus pn The scale bx been eis in its natural aud com. 
the scale is of °. e ERN 
three different ^ plete ae it now remains to set forth the three other fura in which 
species ; in 
it may appear; viz: a 
ASN j RE an E e = A 5 A RU jd í : 
diatonic. ) E The diatonic * scale, or a gradual and natural succession 
P : 4 : VINCE pe ; i , E "A 
of sounds . MOD PES s zu po 
chromatic. y 2. 


The chromatic scale, or a gradual progression of semitones. ES 


enhurmonice ` 


"The charlie BI or a scale of irregular, but simi. 


dui 4 lar tones, with two different names. 


a OS word diatonic, is derived from the Greek dex by, and Teves 4 dene 


: - a . 
\ r : SS . 


TI d ; ? A 
T vic word chromatic, is also derived from the Greek xeiópa, or colour; 
and so named, from the custom of the Greeks to. papas the ‘Chromatic scale 9 different coloured `. ae dE 
characters; and probably from their considering its effects in Music the same as colouring in Painting . 


$ The word enharmonic , likewise: codos from the Greek is against, .and ; 


As povia harmony a 


RT - 


T d 


: descending 


d A A IS NE A A T RR id ERON RIA pia era y ixl NA Nee NNI * r Woes ere Tri o RES! E EN AES x "EY Dae ^ $ E 
o * T 4 
O The DIATONIC, CHROMATIC, and ENHARMONIC SCALE. | Part | 
(s 2.) The tones of the natural dale, wit major. or minor, 
diatonic. | 
abt erii or descending , are of. | 
The DIATONIC SCALE. 
i 2 =- os PIT i pom ^ 
A Teu E TEEPE VSTUPE m V Sy be e OE NER [Se et OS] Bile 
Major. Fahr aum d e eR : A VE. UE np LENNART ORE T EG ^ Is, Ur UNT SS 7 
ses ascending. | descendir.g por deL unequal progressions. 
> PATRIA RIOR | REL OR REE AUREA TEN TURAE ALTMAN REIL VA CTE CARE | 
Minoj _t uU ee enema eres PELE EN Wa T0861 
nor. ea = NDI iss | — Ce sc ; 


(s 3.) When any, or every whole tone of the disdüuic scale 

chromatic. 

is divided into two semitones; either by raising the second: half. of the £ 
first tone by a sharp, or by lowering the first half of the second fone a 


by a flat, they are of 


The CHROMATIC S CALE 


| | | : 13. ; 
List ot tt AE EEEE 


L Y Wem. SSA SAO] 01m EP UNE 
A SI Aca ie Sk S EARN AN TUERI Pere Skis LARES RENATA ks ACT 


s Me a m 


complete in 13 pm 
HOHEM TIC descending. . 
LEO bo > 
= Cm DNI OR >= SO 11 
DE eal a EROS 


JBoss PESE EB o2 WAREN a EREE STATE RENI SECS. 
SS ort 
JE Ra Tc BY Be ieee O A UM p TENDER 


K 


equal parts. 


(s 4.) And when the semitone, lying. between | any ‘two whole 


i i j 
enharmonic. 


‘tones, is both expressed by raising the second half of the first, and 

lowering the first half of the second; the semitones, then meeting, be. 

come (on keyed instruments) the same A vis) two different names; such 
sounds are of 

, Ko Ld | 

The ENHARMONIC SCALE. | . | 


ae vm Low ee E Ibo ES e 


: eDCLEICLRDU.———LÉEmMMT——— 
y BS E SS [A (A -— | 


ascending, | ee | 


or 


‘Chap: V. + t CL Of EX YS ^ 


| CHAP TER V. 


9E KEYS. 


ye 


VIE UM LA eus "E ay KEY, signifies the scale, whether major or minor, and 
receives its name from the first note hereof: its object. being to deter. 


y mine how grave, or acute, that note shall be. | 
Pi m | ($ 2.) The maior and minor key may Be established on any of 
moveable. n ii. fixed sounds, and hence so many different scales arise. | 
But as the major and minor key in their: natural state are re. 
presented without sharps: or flats; any key in which sharps or flats 
are used, must be considered only as transpositions of the natural. major 
LM or minor key. | | | | AA 
p " © | 3) Now as every note of ihe chromatic scale (or the diatonic, 
shine pb uid scale divided: info equal parts) may become a key of itself, it is requisite, that 
TAM "Hu certain parts of these keys should be raised by sharps, or depressed by : 


flats, that their progressions may agree with ipet which constitute the 


^ natural major or minor key: for instance PUR IS 


d PAARE SUPR p. € t0 1. RRE Sa 


j 
| 
| 


A I M e 
TL es 6. eS 
key of C. Wl QUNM major, and A. minor, being established as natural keys: 
Q. ud Taking D. as a key; its third and seventh tones must be Jaise 
Mog by sharps, that the gradual progression of sounds arising from D, may 
bear the same preporecem as those of the anal key. C. 
SN $ eb: E 3. à Taking Eb. as a key; its fourth and fifth tones must be de: e 
: pressed by flats for the same reason. | | 
cities 4. And so on, as the case - may be, when any other tone is taken. 


as à key. t t | : no ÑO E 


12 jc 
ary Of KEYS. + ade sey 
© abservation : ? j XO 
on the 5. As the minor key is established on the sixth tone of the major 
minor key. A i yc : T i ae u 
kev, it must always carry the same number of sharps or flats as the 
maior key, from which it is taken; independent of its modifications, 
: in ascending. : à j: PEN x 
($4... a | 
The names of all the major and minor keys. 
, 
PUPA iur (s 5.) Other keys might be. formed by doubling the sharps 
wd dE S IC according tó the above order;: but the inutility and impracti. 
cability of such keys will be evident ‘from the two following specimens; 
by which it will appear, that | | 
The major key of C* and The major key LS gil e 
.; are only scales of similar sounds (under another name) as 
The major key of D. and The major key of B? : 


N.B. X Signifies a double sharp; and B. a double flat: the first | 
T | raises, and the second lowers the part of the &cale against which they | 


are set, two semitones, or one whole tone. 


o tn 


Chips Vio ps Of iNTERVALS. ! TE IS 


CHAPTER VI. 


of ENT E RVALS. 


* 


i dud (s m |» An interval signifies the, dice or space between 
two fixed sounds; which is measured and determined by the. propor. 
tions of the sounds in the scale. | | 
A MS ay HARMONY supposes the scale to be extended as far as 
| a PE tenth, eleventh, twelvth, and thirteenth sound ; which. in fact 
are but hid ati gs Ona of the second, third, fourth, fifth, and sixth parts of 


the scale; although the laws of harmony do not consider them as such. 


: i ES 3) Having ‘ascertained the orbes distance between any 
expressi0ne 


two fixed sounds; whatever it MAy be, “the following Tigres will shew 


how it Ane. be expressed. 


z 


CRURA 1 CRM en | mM rou 8. 61 7. Y 9.6 
AME 9. sharps — 2% 4 | o. ve 10. 
——— A 9. b. 45 s|d. "7. |[m. 
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Bey If sounds are regular, as in, the diatonic scale, they are 


explunation. 
expressed by. the figures in the first Wie. at 1. 
: B da When sounds become accidentally sharp. flat, or natural, they 
are expressed as in. the second, third ,. or fourth line, at 2,3, 4. | 
Wc As the fifth tone Bua the.seventh of a major, or second. 
of a. minor scale is always dus Sa it is expressed as it stands in | 
the fifth line; thus ON IN ^ cabe ü : 
19.1. The interval of the third, if harp. flat, or dato, by an 
| txChisIY e privilege. is expressed by the character itself; and not thus 32. 
d 3b. 3h. as is: very often improperly written. i i : 
ee A SOME The figures 10: H. 12. 13. name, rather than express, those 
ES Hiner vale. By $ x ! 


5 bas "Horizontal MM drawn after any of the above figures thus 3-- or 


zer dc Se. denpte a continuation of the respective intervals. E 
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CHAP TER VII. 


Of INVERSION. 


(S d y "When the lewen AS two given sounds becomes the highest; | 


, or the highest, the lowest; they are inverted. 
S Qi. By inv ersion a major interval becomes minor, and a minor 


|". definition. 


consequences, 
hat | major; and extremé > flat, extreme sharp intervals; and vice versa, thus: 


major. minor. major. ex: flat. ex: sharp. ex: flat. 


The scale inverted. 
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St AA == ó-==HA == 

2 _—— _»x EE _A ee 

_ AAA —_——_ ==, 

ERE 7. a MM s i j A 

. inversion of 4 —_a— === == 

the scale. 5  __ QQ A< 22 AAA 2% 
_—Á _ —_-_ _ _-z>5-=== om CREEPS SASS j 

us | E | Be Os uo LR 

PRE ZONAS CARAS TT QURE [EVAR SS KEANE 

CREE Qt FEEL LAM Te ARA 


-or in a more general sense, 

BEANS 1. inverted, 

inversion 

in general. Sey 
becomes T &. and so on. 


A further example of inversion will be given at the end of chap: XV. (S 3) 


CHAP TER VIII. 
Of the UH BER MOTIONS. 


Li ins (s 1 J l When two or more successions of sounds are in motion _ 
: at the same time, their progressions can only move in one of the three 

following relative directions: viz: "wi ascending or descending fo. 
gether, or in right motion. oily in opposite directions, or contrary M 


motion, and guy by continued progressions, against a fixed or statio. 


Y 


nary sound, or in oblique motion. 


SS ee Oe A Cee ee NT E ES re 
t 


T 


lo | du | Of the THREE MOTIONS. = Part I. 


t 


| EXAMPLES. |. ae A 
simple í : à Y has i | gm s 
motion. even progression: . uneven progression. 


Right 


motion. 


Contrary 
motion. ` 


Oblique | 
motion. 


The progressions of sounds , geometrically speaking, a are per- 


peta liy describing either parallel, angular, er semicircular motions 


_.. 
4 


for which reasons the correspondent figures have been drawn above. 


ad ae : (S v .) In composition of more than two parts, the motions 


TO may be, and generally are mixed; or all three used together. 
| MIXED MOTION. 
N° 2 | i 

9 EAN oon 

: A IBAI E EIA Sl ARA HA === 
3. (ee OSO OO SE 

-a === === 2H 

- 1 x 
AIR eis N? 4. is 'eilique with the bass, right with 2,aud PN H with 3. 


NY. 3. is oblique with the bass, and contrary with 2 and 4. 


NT 2. is oblique with the bass, contrary with 3, and P rh with 4. 
ANT l. is oblique. with all the parts. ; | | á 


N.B. The abore geometrical lines describe the relative directions 
of the two parts, nearest which they are drawn. 


definition, © 


perfect 


cadence. 


/ imperfect 


cadence, 
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CHAP TERIX. 
Of CADENCES. 


ES 1) The termination of any progression is called a das 
which is more or less complete according to its nature; and is ether 


perfect, imperfect, interrupted, or suspended. 


(S 2.) PERFECT CADENCE. 


(plain. full.) . ommon.  -serious erat solemn. 


m As the' io governs the thay. the perfect cadence can j 
only be made, by the former tone preceding” the latter, with the areal 


concord at h, or the discord as at i. 
2. The ainia) chord on the fifth of the key may likewise be 


RA by: the $. as at k; or by the 4 only as at 1. The cadence at k is 


mostly used in music of a cheerful nature; that at 1, when serious. 

3. . The perfect cadence- my also be made by the subdominant 
and key, as at m; or at n.o.p- This cadence is much. used at the 
conclusion of solemn and sacred music. h j 

N.B. Some authors treat this as an imperfect cudence: Shik it 
certainly is, when not used as final: it may therefore be considered, 


perfect. in a conclusion, and imperfect in a progression. 


(S 8.), IMPERFECT:CADENCE. 
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The imperfect: cadence is made by the ey not bado b» its fifth 
as.at yor. Or by thie key note appearing only in an upper part as at s. Or: 


by a retrograde motion of the perfect cadence as at t, and its inversions v, We. 


O 
i 


interrupted 


cadence. 


. suspended 


4; ` cadence e 


af successive 
Fifths and 


o1858htbs. 
eighths o 


of hidden 
- -fifths and ` 
; eighths. ; 


GENERAL RULES. >° "parer E. 


(S 4.) INTERRUPTED CADENCE. 
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The interrupted cadence is occasioned by the fifth of the scale 
not passing immediately to the key note as at x, y. Or by the key note 
bearing. a discord as at z. nues dr T : 


^ 


(S 5.) The SUSPENDED CADENCE, or point d'orgue. 
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-The suspended cadence is a withholding of the key by the do. 
minant; on which various chords may pass and repass; ahd is called 
(by the french) ‘point d'orgue or organ point; from its being much 
used on, and peculiar to that instrument; and consequently to church music. 


CHAPTER X. 


GENERAL RULES. 


(S 1.) Two successive fifths, or eighths. as at h, i, must be 
avoided ; which may be done by the contrary motion as at k, l; following 


1 


(S 2.) Two hidden fifths or ei 
as fo conceal or disguise them, is 
to make them. 
at m, n: 


ghths must also be. avoided; 
nearly as great an offence as openly 
See an instance of this forbidden progression above 
where by filling up the intermediate s j 
sound, two successive hidden fifths and ei 
may be avoided as at o. p. ae 


paces of unoccupied > 
ghths are discovered, They 


$ 


Chap: X. 


* what successive 


1 fifths. are ad. 
mat: ed . 


how fifths 
and eighths 
„should suce 
ceed each 


other. 


y 


“example. 


-where hidden 
i cighths are 


allowed. 


of doubling. 
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GENERAL RULES: Bo 


à Í i (S 3.) Two fifths however, in composition of three or four parts, 
sg follow in succession; provided the perfect precedes the iua fct fifth; 
and in which. case they may appear in the external or internal parts, as 
at q.r. Two imperfect fifths may also idis at the same moment; as in 


the external and internal parts of the chord at s, following . 


PSO VEN 
A MERERI pom. 


(s 4 J But the above rules do not imply that because a fifth 


-~ > er eighth is in a preceding chord, there shall be neither in that fol. 


lowing; on the contrary; both, may continue to succeed each other, pro- 


vided they appear in different parts of every successive chord thus: | 


OR 
pq ———À 


ENT S 


i 
| 


| | 


D 


When the bass ascends by fourths, which is a fundamental pro. 


gression, hidden octaves. are admitted, as at t, v, w. 


y - 


on. 
e 


; (S 5) e In progressions of combined sounds, the following: parts 


bf. the scale must not be doubled: for as the tone which makes the octave 


with either of. them, will have the same resolution, two successive eighths 


would be the immediate consequence. 
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| ^ o? harmony: 


/ concerds. 
discords, 
; “their end . 


power of the 


: harmony : 
^; founded on 
Dei : 


two chords. 


L 
and 


reception. 


concord over. 
.the discord, 


PARTH. 


on HARMONY. 


in PIE. under three’ distet fends, | l 
Wee Conor 5D iscord, and Chords: "2 upposition. zm 5 


"CHAP TER xt 


GENERAL DEFINI 
(S 1) Harmony, 


Bee UE of musical sounds. 


are called Sow which are divided into concords, and discords. 


y^ 2.) 'Concords, 
and ipu, ing the ear, 


) -  Discords, on | the contrary,are combinations, disagreeing 
in themselves, and dissatisfactory to the ear . 


Concords 2. discords, 


OS dy) 
as the light and shade of har 
§ 


-) _ A discord cannot stand alone, but must be supported, or . 
; resolved by a concord. It will 


discords than concords; 
discords > the: apparent. 


yet as 


The whole 


ona fundamental concord, and a 


-chords or roots,arise ari others. 


i are the chords of nature, and those 
The fundamental concord may however be considered 
- basis of harmony, since to that alone the fundamental discord owes three fourth 


parts tof its existence, . 
But nevertheless the two 
as distinct, and will be treate 


E 


ES see Chap; I. (s t 4. T 


Or CONCORD. uoc g 


majority of the latter is not felt. 


Al 


\ 


T ION of HARMONY. 


is ihe general name given to the various | 
These combinations, distinctly considered, E 


are combinations agreeing in themselves, 


may therefore be SEND ed - 
ony, each giving the other force, and effect. 


bé found that there are in harmony, more 
ome cóncord is sufficient to resolve many 


system of. ,harmony'i is founded on two chords; 
fundamental discord: ¿and from these two 
In a word; the two fundamental chords, 
derived from them the chords of art. 


as the real 


Fundamental chords. are Always considered 


d accordingly , 


ibid. . 
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CHAPTER All 
Of the FUNDAMENTAL CONCORD. 


($ 1) The fundamental concord, or triad, consists of three 


combined sounds: viz: a bass,third, and fifth; and as given by nature is 


its nature. 


major; but it may also be minor, or imperfect. 


Major. | Minor. Imperfect. 


in three 
: parts. 
N.B. Other triads may be constructed, but not bine strictly funda- 
. mental, cannot be here treated of; as they consist of sounds lying out 
of the natural scale, and are considered as chords by licence. . 
E AA S 2.) To render the fundamental concord more complete , the 
Parts. eighth to the bass may be added: but this makes no alteration in the property ; 
of the chord, except fitting it for composition of four parts. 
MIO: Minor. Imperfect. 


t 


i ; 6 3) If the upper parts only of the fuis mental triad are 


upper parts 
of the chord inverted, the chord ibe ime hi three different situations, but remains 


inverted. Base T ; ; ‘a 


the same: thus 


Major. ; Minor. ae Imperfect e 


Ep 


inverted, 


š (e 1 ; > 
d cla O 4. But hen the whole chord is. inverted, two others of 


very different natures, are e produced ; thus 


E] 


ai ie 6 
eae n 2 6 v ES 
Fundamental. D o T = 


A | hes es: chard; will be seperately treated of, in the three 
following chapters. 
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Chap: XI. 


e 


“common chord; 


why so called, 


usually not 


figured, 


i when 


figured ies 


Signa tures. 


“species 


SE the E 8 


3. ^ 


of the various manners following. . _ a 
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¡CHAR DEN wn . 0 


OF the COMMON CHORD. 
(s 1) 


. . e Fl . e " » " . 
Its application necessarily follows; and in the latter case, is more 


5 


Having shewn the theory of the fundamental concord, _ 


familiarly called, the common chord. 


| (S 2) The common chord , from the importance of its nature, 


has the exclusive and peculiar privilege of being understood, without ^ 


figures: except on some occasions; as for the purpose of declaring 


what particular part shall be the highest; or; to contradict other chords; 


E 


or to denote any change in either of its-own parts; or according to 


other circumstances; then, the common chord may be figured in any DEAN 
= i Nu P ` t “fe e y 


de 


Though by these figures the common chord is sometimes only partially 
represented, yet it is,always supposed to consist. of the H 


(s 3 ) The following is a general example of the various species of 


The COMMON CHORD. 


d 


Perfect . 


Imperfect. Transient. Irregular. 


- not used. not used. 


ta 
pm 


ex planation. 


of the above 
species of 
common 


chords. 


¿major and | 
minor com. 


mon chords. 


| may be inverted, 


EIA T 


Of.CONCORDS. | ‘Pant. 14, 


(58). 
1. The perfect common chord, is tune major, or minor. 


. 9. The imperfect common chord, is situated on the seventh of a /ma. 


ior, or second. of a minor scale; and is so called from its fifth being 


flat, or false He 


3. The transient common choi contains a superfluous fifth, lying 
out of the natural scale. Ub | 
4. The irregular chords, are rot in the above state, fit for use; but 


are nevertheless set down, being the foundation of some chords, not 
only: admissible, but frequently used. EERE ACIE, ; ae 


5. As it was observed in the ¡ast Rice NUM diher AD iene 


also be constructed; but not being strictly — fundamental, could 
not be there treated of; they are pointed out under the denominations 


of transient and irregular chords,in the above example. ! 
6. The preceding chapter having shewn|[that the upper parts of a chord 


it has not been again, nor will,in future be repeated, 

except when absolutely necessary, in order, that the partial, may not be 

confounded with the whole inversion of a chord. T Lu 
($4) pA C 


Exercise of the PERFECT COMMON CHORD. 
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Crap: ATT, 


mixture of 


the various ' 


4 P op 
species, of 
common. 


chords . 


treatment 
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imperfect 
chord. 


: treatment 

of the 
"frensient. 
chord, 
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6a) 
EXERCISE of the PERFECT, IMPERFECT, 


TRANSIENT COMMON CHORDS. 
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1.. The imperfect. fifth at h, is permitted to resolve upwards; as the 
tone on which it should properly descend, appears both inthe bass, and 


highest part of the chord td 


2. But when this is not the case as k. l.o,p. then, the imperfect fifth 
regularly resolves downwards E : | i. | pin 

3... To preserve three parts at the chord a, the third has been doubled 
at q; which is the only* part of the chord that could be doubled. 


4. Although the transient chord, is resolved like a proper hord at 


m, n; yet its most natural resolution is into the chords of the 6, and 


4: as will be shewn, on becoming acquainted with those chords at the - 


end of the next chapter but one. 3 
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* see chap: X. ($5) 1; 3. 
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Of CONCORDS. | UNIS Ho Part I N 


OBSERVATIONS, respecting the TRANSIENT, 
MAT o : and | | 
" | IRREGULAR COMMON CHORDS. 


(s. 6 ) “Musical authors differ as to the nature of the transient 


t*inddent ; 
common chords ea cain chord; some „considering it only to exist in the discord of the 
ninth ; others, as a fundamental concord ;. it may therdfóre be proper 


here to account for its ne Classed, treated, and named, as above: 


As ihe transient ada | chord has an independent claim to atten_ 


jis nature. 


^ tion, deer ohn the appearance of the chord of.the ninth, from its 
having vep aiai inversions, and influencing almost every chord of the 


. like natare in HARMONY; it pas here been treated: and classed asa com. 


mon hard, on that account. 


T a A LO, its name: this chord i is s generally called the chord of the extreme- 
ts mame. “© 


sharp. or superfluous fifth ; as well by those who treat it as a discord, 


as those who treat it as a concord, This name is bertainby. expressive 


Li 


: of its saare, but indeterminate of its properties; since the extreme 
sharp fifth looses its own name in its. ‘inversions. It has therefore 
been here, by way of pentra appellation, called the transient common 
chord; which name will be given to every future chord, derived or 


inverted. from it. 


HE OPE ^... The two ibs alee chords, are’ classed also under the head of com. 


. common chord. 


mon chords ; 5 not that in the above state. they are of : any use; but TRUE 
they are the ground works bt many irregular concords and discords , which, 


dd inversion, become not only admissible, but frequently used. 


Erom s above sources, the Ape caring influence of the bina aud. 


and irregular common chords, may be traced at the head of almost every. 


succeeding chapter, under their respective names. 
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| EP Sd 3 see chap: xxn. ($1) k: which chord Rameau calls the chord of the extr 


see his" principles, of composition" 


eme sharp Fifth, 
chap? XXIX. 
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to which the 8 may be added .- 


w I. To the 6 belongs the 3 


G. 


the 
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Transient. 


Imperfect. 
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Species. 
various 
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or 
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The transient sixth at m. p. and the 
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at q. o. are used with much effect, although both chords are dissonant. 
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A s (S 2.) Chords of the sixth,in regular succession, may consist | 


of three, or four parts; but are best in three. 
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(S 3.) The 6 preceded by the 45, thus 5 ioe the 5 by the 6, 


thus 6 5: are each accompanied by the 3, in composition of three parts; 


and by the 3 and 8, when in four parts. 


(Cs 


EXAMPLE of the 4 6 and 65. 


hoy Se eee RA O 7" abt i 


A ese Qui erc ir oU uad fa! ON LiB rp a 
TT M T IAM e E OA 
A ^ 


f 


Of CONCORDS. 


XV. 


Chap: 


> 


CHAPTER XV 


. 


G 


Of the CHORD of the 4. 
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| CHAPTER XVI. 
— | Of the FUNDAMENTAL DISCORD; 


" and niii its required eo and Resolution. 


its nature. . 


CG 1) The origin of the fundamental discord has been shewn. 
The fundamental discord consists of four combined sounds, viz: a bass, 
| third, fifth, and seventh; the natural situation of its bass, being on the fifth 
| | of the scale as at h: but which may be elsewhere fixed, as at i. k. l. 


Vulidisientzt/ : Mi nor. . Inpe rfec t * Major. 


Other sevenths might be. A pod; but as they oat not be strictly 
fdudanichtats they will be treated of in the next chapter. | 


feels | $9. To render the fundamental discord more compiete, the eighth 

pee to the bass. may be: added; and by inverting the upper parts a > the chord, 
it acquires four different situations, thus: 

indi (s 3) But if the whole chord is inverted: then three other discords, 


of very different natures, are produced, thus: 


These three Pu will be epar ately treated ae in the . three fol. 


lowi ng chapters. 
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FUNDAMENTAL BASS of the DIMINISHED SEVENTH. | 


(s 4) When the bass of the fundamental chord of the seventh, 


on the fifth of the scale, is raised half a tone; the chord,being then more : 


PS ud. becomes, and i is called, the chord of the diminished seventh; and 


y » 
its bass is then no longer fundamental: as at m. : 


Pa 


The diminished seventh at m, suspends the fundamental ‘bass, which is 


shewn in the upper part of the chord at n, | and reduced: to' its proper 


situation in the lower part or bass of the chord at o. Thus the diminished 


seventh at m, owes all its existence to the fundamental eeronih ato. 


which produces three other diminished chords: 


$ y ) The chord He the Bonet Sco ch ,may also be PISA 


but thése diminished chords 


are only suspensions of the inversions of the fundamental discord itself. 


And the inversions of the diminished seventh are always one inversion be. 


hind those of the fundamental chord... d 


INVERSIONS of the DIMINISHED SEVENTH. 
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From this example of the diminidied sereni. one short fantasian may 


bi drawn, viz: that the tone which makes the seventh 


the fundamental bass. h,i, k,l. will be refered to hereafter. 
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Of DISCORDS. e | Jo 


REQUIRED PREPARATION and RESOLUTION of a DISCORD. 


(s 6 .) The laws of harmony do not allow a discord to stand alone, | 
but require that it shall be prepared and resolved; or in other words, that | 
it be properly introduced, and dismissed. But to speak more particularly; 
by preparation it must be understood, that sounds shall agree, before 
they disagree: and by resolution, that-they shall agree, afier they have 
disagreed. : | | 


preparation. ^^ discord. resolution, 


preparation. discord, resolution. 


In this example, the discord first lies in the. MpREE m seronely, qe 
in the bass. i : 
| The preparation of a discord in modern music, is often Doos with; 


but from its resolution, it is impossible to be exempted: 


CHAPTER XVII. 
Of the CHORD of the 7. 
EG ly. To the 7 "rione the 5 aad 3: to Which may be added the 8. 


Perfect. Diminished. Imperfect. Transient. Irregular. 
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The seventh on the second of the scale, wants no resolution, when it | 
passes immediately to the third of the scale, as at h. 

When the seventh i is successively prepared and Teen by D» sixth, it ` 
is best in three parts, as i. k. l. m. n. ; 
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PREPARATION, and RESOLUTION, of the DIMINIS HED, 


IMPERFECT, and TRANSIENT SEVENTH. 


Diminished. Imperfect. Transient. 


The nature of the diminished seventh has been shewn. 

The imperfect seventh is built on the imperfect common chord, the 
imperfection of which lies in its fifth ; and like that chord, is situated on 
the seventh of the major, and second of the minor scale. This chord may 
also be prepared by a proper seventh , as at o, p, following. 

The transient seventh is likewise constructed on the transient com. 


mon chord. 


oS 4.) | EXERCISE of the PERFECT SEVENTH. 


three parts : 
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four parts à 


five parts. 
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the bass É 
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The above exercise may bea sufficient instance of the power of 
one--concord, to resolve many discords. : : | | 

The irregular sevenths, like some of the irregular fconcords, are 
not, as above, fit for use; but are nevertheless set down, as in their 
inversions they become chords frequently used; as will be shewn in 
the following chapters. E oe | | | 
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Here end all the chords immediately derived from the fundamental 


chord of the seventh. | 
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"CHAP TER XXI 


Concerning the CHORDS by Se hive abe 


(1). The chords yet remaining for consideration, are fe 
name, ie ninth, eleventh, and fhirteenth; wie extending beyond the 
limits of an octave, are called chorda! by supposition. 

(2). These chords are usually constructed by placing, one, 


two, and three thirds underneath the chord of the ‘seventh, thus: 


| 3 C Aus placing sounds wader one chord fo produce another, 
is inconsistent with the natural principles of sound, Which can never 


| 
gravitate, and also against the direct principles of PARURE, which 


after evixblicniag a dorus bass, admits of no one laen: 2 br ticia 


inquiry will now be de first into the present theory, and. afterwards 
into the more rebas and natural construction of the chords in question, 


T Hive objections would not however have been considered sufficient. 


i L 


to justify any deviation frui ihe theory usually followed, had not the 


greatest authorities Chui (while they agtet in principle) divided 
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as to the particular. constuction of the chords in question; so that were 


ethet of their systems" to be adopted), it would first be a point to 


decide, shish were preferable, for thesè reasons: 
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Chap: XXI. | Of CHORDS by SUPPOSITION. —. A AD | 


1. RAMEAU,. in his “Principles of music" places two thirds successively - 


System of 


Rameau. 


under the chord. of the seventh, on the s2x7h part of the scale; thus: 


but he goes no further: helen because he found the chord of the thirteenth 


would have taken place on the seventh of the scale. If this was his reason, 


it was quite sufficient. ix a 


2. MARPURG, and. most other harmonists , place three thirds succes. 


system’ of 


Mar purg. 


sively under. the chord of the seventh, on the | fife part af the scale, 


thas? 


3. Now, the first of these two general systems appears to be the best, 


compared, 


_as far as it goes; as there the ninth is major; but in the second system 


it is minor, which is not its real character ; : for, as the second part 


of the scale studs a whale tone from the first; so the ninth, the true 


representative of the second, should be also one tone from the octave 


of the first part of the scale. 
4. To ds may be added, that RAMEAU makes use of the wrong funda. / 


their 


disagreements ^ mental seventh, but produces a true ninth; while MARPURG, who uses. a 


ED == == 
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_ the dsl Fundamental seventh, produces an imperfect nint! . 


i 5. The consequence of the disagreement of these o celebrated authorities 


pido espesas * that as. most harmonists follow the opinion of one, or the other; two 
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to be wished, had an unalterable, and established 4 theory. 
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E (s A ) Another system is now presumed to be advanced b 4 
theory. ] SON t "UP | ERU OR C : 
intirely different from either of the former, and wholly founded on 
the principles of 
VIBRATION; or the natural succession of sounds. 
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M Thus. by. adding the vibrations of a given sound, regularly as. they 
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| rane, se directly mn that the chords. of the ninth, erint, and 


thirteenth, are > naturally self- constructed; and that, i one, two, and 
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ae : the flat seventh exists in nature; and since the above order of constructing: 
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these chords i is iets founded on the analogy of nature, that very obsection 
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‘this is the chord, called, the chord of the extreme sharp fifth, by Rameau,and others. see chap x11, ($6) 
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CHAPTER XADI S o 


Of the CHORD. of the ELEVENTH. 


(S 1.) The eleventh, or chord of the fourth, j is figured by the 4. 
to which belongs the 5. 


UR v. n. 11. H. TE, 2 s ROME 1. 
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: a S. p 
a 2 2 T lie chord of the Arah, figured thas Y e or Fa is 7 
accompanied by the 5: na thus 2 B. . is accompanied by the 4. LM igured thus 7 
is complete of itself. $ 
EXAMPLE: Posh PRE PARATION, and Peo DNE. 
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The. third from the bass: of the eleventh, is used in its first re. 


remarks, 


solution. | | 
The ninth from the bass of this chord, may be figured by a 9, when that 
interval is uppermost, as q. s. but in other cases, it is figured by a 2. 
To. distinguish the chord of the eleventh, when in part figured by 
the 9, from a chord of the 9 itself; it is only necessary to observe, 
i that the.former chord must contain a fourth, nm the latter chord 
can never do. 
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CHAPTER XXIV. t 

The CHORD of the ELEVENTH, continued 
by the chords of the 4 3, and 4 3 1 


(s 1.) To the 4 3 belongs the $. to the 43 belongs the 5. 


These two chords are both taken out of the eleventh. 
ME : | > 


their 


derivation. 


the 4 3. 
But the 4 may be resolved by an inversion of the 3, or may pass into” 
another discord; in either case the 4 is accompanied by the 3 thus: 
Y > 
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BERT CEI SER EA AER 
resolutions 
of the 4 . 


43 | 
1 I generally takes place also on the same bass; but the 4 may stand alone, 


and be resolved into another discord; in either case the 4. is accompanied 
by the 5. thus: : 
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The 4 3 is often used in the perfect cadence; see chap: ix. ($: l. 
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Of the CHORD of the THIRTEENTH. 
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End of Part II. 
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tainly exist, but they are generally very extraneous 


conclusion. 
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3is 0 


importance. 


its use ` 


restricted. 


' reasons 
assigned. > 
do: j 


fundamental 


. concord . 


regular pfo. - 


gressidns . 
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H harmony. from thence arising, will. be regular. also. 
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"Part IU. 
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CHAPTER. 


PROGRESSION of the FUNDAMENTAL BASS. 
(S1). The progression of the fundamental Bala, is “of so much 


consequence, that without a proper knowledge of its Use, it is ida Ga Pa 


` to be either a correct harmonist, ora good composer. jd PG 


For as the fundamental ‘concord ind discord are the kn aci avion of all 


the derived chords, so’ the progression | and intermixture of. the latter 


chords, are intirely ruled, and governed, by that of the former. 


aS 2 The ‘fundamental bass, as hewn, carries ea the perfect 


concord, or discord of. the seventh ; which chords may take place in any 


part of the scale; but. in what manner they. shall succeed each other, 1s 


to be determined by positive rules; and for these. reasons? 


^1. These rules are absolutely necessary to regulate the^use of the de- 
Fired chords, which are all reducible to the two fundamental chords. ! 


2. If therefore the progression of the fundamental bass. is Phgular, pip li 


e 


3. But if harmony be reduced to its. fundamental bass, and an irregular 
progression app emi, iti then a et that the harmony has been im. 
pes used.. pride | D 


PROGRESSIONS of dA io CONCORD. 


~ 
y 


ascend vii A ern ME fourth, nis fifth, ^ or sixth. 


` or 


descend. bee sixth, ME fifth, fourth, ^ or. | third. 


"Thus to ascend a third on descend a sixth,or to ascend a fourth and . 


descend. a fifth, and so on, is PITE isely. the same e thing. 


4 


a 
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Chap: XXVH. |J.  .' PROGRESSION of the FUNDAMENTAL BASS. ^ 4T 
irregular ($4) It is irregular for a bass, carrying the fundamental | 
progressions. concord, to ascend or descend a second, or seventh: except by licence or .- 

« omission, see (57. j ; | ; yi 

: 1. But this rule does not imply that the second, or seventh. of the 
scale, may not be used as a bass carrying the fundamental concord; on 


the contrary, they may at all times be used, provided they are regularly 
introduced and dismissed, by one of the progressions in ($3) “ 


EU E EN 1- RIP MR MO 


| TIAS: 
how made SS 
: jus dose ps qq. Mae NI TEL m "m. m. n. n. 0, p- q. 
2. Thus the second of the scale k. k. k. and the seventh 1.1. being 
required as fundamental basses, the progressions i. i.i.andm. m. shew 
how they should be introduced and dismissed; agreeable to (63) ‘ 
3. The two fundamental basses in question, meet at k.1. but the 
progression from one to the other is strictly fundamental. | | nu 
4. The bass h, n. is both leading and conclusive, and determines the key. . 
DEE SUPR 5. Lastly the bass may ascend one degree, if the second ‘bass carries the funda . 
regular. mental discord; as at n,o, or p,q; but as each chord contains a fifth, the fifth in 
y the second chord must descend on the third of the first bass, to avoid two 
| successive fifths.. y ae UN á 
anaran (s 5.) PROGRESSIONS of the FUNDAMENTAL DISCORD. 
may either ascend a fourth, or descend: a fifth, into the perfect concord; or else 
continue that progression, with successive chords of the seventh. . 
DEOS A fo 7 Pen d ee 
regular ESO 3 


progressions. 


~The fundamenta! discord in progression, must alwa 


ys commence and con. 
clude with the perfect concord, or one of its inversion 


S. 


un (S 6) . PROGRESSIONS by LICENCE or OMISSION. Es 
ab | hae 44 thé fundamental bass, carrying the perfect concord,ascends or descends 
progressions. one degree, it is by licence; because, there is alwa 
: fundamental bass between two such chords. 


ys supposed to be an omitted 


t 


poca : TRE COM | s. hh. ii. kk. ll. mm. nn. 
SETS NN .2. Thus by supposing the bass at t.v. or w, to be between r.s. the pro. 


sd. gfession at r. s. is allowable. | 

pH S 3. If the fundamental bass carrying the discord of the seventh, ascends 
one degree into the perfect concord, as at x.y. the bass at Zz. which resolves. 
the preceding: chord, must be supposed tho omitted. | of 


4. The progressions rs. and x.y.are often used; particularly in the 
interrupted T cadence. à 


———— REND o A 
Al 


*- see chap: X. ($1 .) k, a T see chap: Ix. (S4.) ; i tit oj 


‘ apparent . 
progression, 


|o positive 


progression. 


definitiun. 


<- three funda. 


mental parts 


of the scale. 


progressions 


: of the dominant, 


' and sub-dominant, 


each carrying 


‘the perfect —.— 


‘concord. 


NATURAL HARMONY of the SCALE. 


5, The fundamental discord, on the seventh of the major scale, is per. 
mitted to ascend one degree into the perfect concord, as at hh, ii; since 
the seventh at hh, must not be treated as a real seventh; but as an apparent 
or diminished seventh, which suspend Hits own fundamental bass. ' 

"Therefore the seventh at hh, is considered as a suspension of the 2 
at kk; the fundamental bass of which, is that at ll. oia the 
progression "at hh, ii, is nothing more dixe that, at mm. nn. 


CHAPTER XXVIII. 


NATURAL. HARMONY of the SCALE. 


($1) Each part of the diatonic scale, THU as a bass,has some 
particular chord naturally belonging to that bass; Which constitutes the natu. 
ral harmony of the scale. For no sooner is any bass determined, than its 
natural chord, according to this scale, presents itself to the! imagination: 

. and upon this: principle, any determined melody, alla: implies its own bass. 


Any deviation from the natural harmony of the scale, is regulated by the - 
progressions ofthe fundamental bass. 


(SQ: 


Three parts of the scale are naturally fundamental, 


viz: the key, the sub- dominant, and the dominant... 


Major, ' (or) NE or. 


The ne may carry the perfe ct concord, or discord of the seventh, 
according to circumstances. : 


Of the above three fundamental parts of the scale; "Hé ciesids of all the 
others, with some few exceptions, are inversions. 


(s 8.) Before entering fully on the natural harmony of the scale, 
the following particulars relating to the progressions of its fourth 
and fifth, require explanation: 

1. Although the fourth is a fundamental part of the scale,yet it cannot 
properly ascend to, or descend from the fifth, by the perfect concord; that 
not being a fundamental progression. If then the fourth ascends to the 
fifth by the perfect concord, as at h.k. or descends from it, as at k, m. 


it must be by licencefor a supposition, that the notes i.l. are omitted 
fundamental basses. 


He see chap: XVI. (s 4) & seq: E T 


see chap: XXVII. ($7.) 


Part III. 
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` Chap: XXVIII. NATURAL HARMONY of the SCALE - 49 ) 


^" the sub-dominant i 


. carrying the 27 
+ the dominant, the . 
..perfect concord. 


d 


2. Peseta in ak n to make a proper progression from the sub- 
dominant to the dominant ,a fourth fundamental bass is called into the 
natural harmony, viz: the discord of the seventh on the second part 
of the scale, as at n. -This discord gives the $ (or its first inversion)to : 
the fourth of the scale at o, and consequently produces a regular pras 


DDR gression between the fourth: and fifth at o. p. 


a . 

EN when the sub-do. 

minant must be 
admitted as 

- fundamental, 


AM 


when the 
sub-dominant 
is regularly 


fundamental. 


natural har. 
mony of the 
major and 


«minor scales. 


3. Yet when, according to the received progression of the natural 


harmony. of the scale, the fifth with the perfect concord ascends to the 
_ sixth, with the chord of the 6,as at q.r. then the fourth of the scale at 


EN Le 


v, becomes positively. fundamental of the chord,at r. Therefore the pro- 


7 gression. s. v. which is fundamental of q.r. must be admitted; but this 


as before observed, can only be net the pe din of the intermediate 
bass; at t. — 

. ^4. The introduction ut a fourth fundamental bass must be considered 
as temporary, so far as it relates. to the natural harmony of the scale; 
for when the fourth and fifth parts of the scale do not succeed each 

otheras at w.x.the fourth may be regularly used as a fundamental bass. 


($4) Here follows the usual construction of the natural har. 
mony of the major and minor scales, with the fundamental bass of each 
chord; the. whole of which jos xis better understood by WW in mind 


| the USE observations. 


. 
major. 


_ minor. 


Fundamental 
Bass. | = 


NATURAL. HARMONY of the MAJOR SCALE. 


ascending. : ^ descending. 


^ * 7 i y E 
A ran te qup rd [| 


W. X. y. Z. 


. NATURAL HARMONY of a 


N 


Fuñdamental í—————— |) o i 


Bass. ; pr 


‘remarks. 


Y. In the progression bt either sol descending, the fundamental | 
bass at w.x. leads out of the original key, but which is returned to 
by the bass y. z. jdn | 

2. The natural harmony of the major and minor scales, ascend teas is 
precisely the same; but in descending,their harmonies differ, and the fourth + 
of the scale,as a fundamental bass, is wholly set aside. * 


me. 
50 | JOE NATURAL HAKMONY of the SCALE. ' | Part nt. 
tables ibo l1 MT SM "To give a general idea of the natural harmony of any ex 
rhe dey EN whateve er, is. the Py Ror of the ae | C TEM an : a 
harmony, 5 ? : j 
Mis pL AN NN Eo ot ; i 
| |. MAJOR. Lu dic MA i 
Feat perros puma 
BSEC T ene EL 
Ir- n" | 7 D ^^ 
d 3 L4 ~~ 1 : | | 
adapted to : k i i : 
pa any given : ; eu | 
major or : i ie : 2 
minor key. E GR NER x - p nu 
| Natural harmony af nas iur Los: Í Natural harmony of minor keys. 
E D ^ EX: i x m * UE CN 4 > - 
Du A 1. The fives column in either “table, c contains the eight pm of the 
; the tables. musical scale. SEM : 
tout 2. The second column din tek whet’ Actas are te be applied to the 
respective parts of the first g in ascending. +. 
3. The third column shews what chords are used in disccnding. 
4. The blanks in the third: column are to be filled «p, with the same 
chord as in ascending. 
5. The word chord, signifies the perfect concord, and | is so expressed | 
by way of distinction. | | | ; 
vi 6. The sharps against the ere and seventh of the. minor scale, 
E signify that those parts must be raised in ascending; and the naturals. 
4.54 denote that the sharps shall be taken off, and those parts reduced to 
H D. n their nem state,in descending. | EO 
r pn fedis à $6. The natural harmony, of the sali is of so much consequence. | 
: DUM that, its proportionate use (compared with that of other s Mays x 
(rM oio E qiiod throughout any composition. : oe 
deviation As (72 The deviations from the natural baud of the Juile take 
from natural place by. Candamental progréssions, or their i inversions; by ‘chords by 
-- hemo ny » supposition; or by. the suspension, anticipation, or transition of chords in 


general. 
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SRO | TREATMENT ot CHORDS. Ms pu iE 
ro “as T m : ; ee 
xe NONI IE . ($2.) Of ANTICIPATION. 
how 1. A chord is anticipated, when one or more parts of a succeeding chord, | 
ee: are introduced on the bass of the one preceding. 2t : | 
spot 2. Anticipations‘take place on the accented part of ‘a bar, .and their 
4 resolutions on the unaccented part of the same. dis tois a ATEM E a ; 
^. CHORDS by ANTICIPATION? | 
e Wo ; bd 1 
E 3. Had not the second chord on each bass been anticipated by the notes :. a 
at h.i.k.l, the above progression would have ran thus: ` i 
iO 4. A succession of sixths in gradual progression, can only be admitted Br - 1 
CIMA on the principle of anticipation. AI A VD TAI UI TIN ! 
«^. 
5. For if the sixths at m. n. o.p.q. were reduced to their fundamental 
TA ‘bass, as at r. s.t, v. w, the disallowed fundamental progression immdiate.. i 
ly appears. ad : MAT | y 
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Chap: 


their imagi i 


nary theory. 


their real 


theory. 


how 


Li + 
occasioned. 


where unac_ 
ce yted transi, 


tion is used. 


simple 


transition. 


XXIX. 


such introduced PH are called transitions. 


TREATMENT of CHORDS. 


6. Therefore the principle of sixths in progression is. ¿Bay that every 


sixth is a supposed anticipation of the next which would properly follow, 


if an intervening fundamental chord took place. 


"t 


EA 3997 MO MT au «P oma 
Bs WR 


-— 
perd d up SUE ET 
en ee A, 


7. Thus the above progression m. n. o. p. q. peany means the one 


at x. y.z. hh. ii. the proper fundamental bass of which, 


s, 


not that 
at r. s.t. v. w.. but that at kk. ll. mm. nn. oo. pp. qq. rr. ss. tt. | 
ME E. Of TRANSITION. TLN bor 


1. If in passing irá any uhosi to Ru. one or móre e intermediate: 


SS E \ 
^ P. omm "oram: = , y 2 * 4 


notes are introduced, which, do not belong to the fundamental harmony, ` 


IN 


2. Transition is either unaccented, or accented. 


3. UNACCENTED TRANSITION. 


-— 


takes place on the unaccented part of the bar or bass to which it belongs. 


i 


: 


The unaccented transient notes are those at h. bk. m. n. o. p. q. r. s.t. 


double 


transitions, . 


where accent, 


ed transition 
is used. 


conclusions. 


nd differs^from suspension in not being prepared. 


thus lil 


in composition. 


P TN 


A sate a A lul rr ues XN os » ,c " POP SAA A a As AIR ee ek ES T. Hi 


TREATMENT of CHORDS. Part 111. 


4. More than one, and even all the upper Pors of a chord may be 


transient, as at v. w. and x: y. 


ó. If all the chords in the example x. y. are lengthened as at z. then 


the chords themselves become transient. 


6. ACCENTED TRANSITION. 


takes place on the accented part of the bar or bass to which it belongs; 


h.. LU UR en cr SE UI pu 4. 'r. 


7 The darie accented transitions, are those at A i.k.1. The double 


accented transitions, those at m. n. o. p. And the idauxicaf chords, those 
at q. r. 


-8. From what has been said of unaccented, and accented transitions; it 


mast be obvious, in sucha progression as: this, 


== 
"m. A eee ee 
LS i FEET asm owe cu 
en a E tr? “a 


» 


—— an 


that, the notes marked thus ! are transient; and those marked thus! or 
are mixtures of unaccented, and accented transitions, 


9. Unaccented transitions. have the pre-eminence over those which are 


accented, because the former are most natur 


al, and most frequently used 
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Chap: XXX. | Of MODULATION. . o UNE 


» 


| CHAPTER XXX. 


Of Modul 


eux th (S1.) _ MODULATION is the art of changing the key; and is 


definition. 


either natural, or abrupt. | | 
1. Natural modulation, is that which takes place between any key and 
another directly related to it. 
2. Abrupt modulation, is a sudden change from one key.to aD 


not directly related to it. ut. 


dal dida dl ($2). : The leading principles of natural modulation, may be 
geene ds inde the following heads: - 


TTA composition” should finish In: the same key in which ice om 


A 


mences: and if it consists of two” or more Dn T uenti each 


should do the same. m IIT a 


T 


2. A composition may nevertheless commence in one mode, and end 
in another: that | is, it may commence in a minor key, and conclude i in the 
major t of the same name; or^ vice versa: but this however, should be 
. considered asa licence, not to be taken without some evident reason. 
3. In a short composition, modulation is not insisted cn, nor even 
necessary: but then it is proper that the matter be sufficiently interest. 


e * . 
ing, to prevent the encroaches of monotony.. 
" $ " i * : 
pa eA n a EN A ie QR MCI SOR yt CES Rd NE BO RAND USER GE UR i dle SR REE E AN 
+ This rule.sometimes finds a few exceptions, particularly in ecclesiastical compositions, 


which do not always 
end: on the key note. Such terminations are how ever the remains of some ancient modes 


y and are most probably now 
only used in order to give composition an air of antiquity: as a very modern and recent 


' composed by Francis Ireland, in the year 1773. 
cludes on its dominant, with the major third. 


iustance, see the Glée of 
Cho h oes 34 a . . à è 
‘where weeping Jews. which piece commences in C minor,and con. 


TY But when the respective movements are dependent, then each at its diss dona may step out of the original 


a . d I] 
key, in order to prepare for, and give effect to that succeeding, "as an instance see the "Overture in Esther! 
ii L : : 
t Corellis eighth Concerto’ begins in G minor and ende in G major: the reason of this 


must be evide nt, fron: 
the nature of that sublime composition. : t 


Of MODULATION, Part. 111. 


* Ob 
INTO WHAT KEYS, ANY ONE GIVEN, MAY MODULATE. 
CONE Gray Res (5 3 J Every key, has five others related to it, and into either 
may modulate. of which it may modulate: thus 
i Hi maior modulations. 
anv major Key,can 
modulate into the (213143 B e rte 1 
i part of its scale. 
any minor key,can 
modulate into the | 1381415] 6] 7. 
| minor modulations . 
where a N.B. The major ey cannot ibi tate into its seventh, or the minor key 
as Ere Rat, into its second, as each contains an. imperfect, or false fifth. | 
BY WHAT MEANS THE MODULATION MAY BE PERF ORMED. 
ii MCA (S4). The modulation of any given key, into either of he five 


of performing keys related. to it, may be performed by three different means: by the 
sies distard uf the seventh; by the perfect concord; or by ne chord of the 


lation, 


diminished seventh. 


1. MODULATION by the SEVENTH, and its INVERSIONS. 


first This modulation may be performed either by the chord of the seventh 

method. on the dominant of the new key, as at h following; or by either of its 
inversions, as at i, k,1. This gives, in all, four different ways of mo. 
dulating. When the modulation takes place by the chord of the 2 as 
at 1, the resolution of that chord must be on the third of the new key, 
with the chord of the sixth, as the small note at m will shew. 


MINOR ee 


given key 


major. 


given key 


minor. 


75. ¡MINOR KEYS. . /X: MAJOR KEYS. , 


“Chap: XXX. oo ee OR MODULATION. | M 


N3. AMBOGER. the ‘seventh only is eked over the keys at n.o.p.q. it 


must. nevertheless be duddrataod that the modulations into these keys 


may also be performed by either of the inversions of that chord ; in 


the same manner as at h. i. k: 1. i ve 


2. MODULATION by the PERFECT CONCORD. 


A fet yu When the Waring ae (t) ‘of the new key (v) is not immediately pre- 
method. 


LUE ceded. by the original key (x) but by any other note (as at, s) then 


the. dominant (t) may carry the perfect concord: or the dominant of . Ig 


the new key. (x) may be preceded by the new key note itself e at w) 
or by either of its two inverted. chords (as at y or z.) 


3. MODULATION by the DIMINISHED SEVENTH. 


ani Modulation into minor keys, may take place by the chord of the dimi . | UI 
meshed: | ! 


nished seventh (as at hh) or by one of its inversions (at kk) which indeed. | 


l 
is almost the same thing, as performing the modulation by the real seventh: l | | B 


for as the diminished bettath 4 isa suspension of its own fundamental bass x. y 


so the fundamental mat of hh and Kk, is that at ii and Il. 


Having run. by what. means modalation may be performed; it will 


be now requisite to xen dc by what rules it is regulated, and how far it. 


may be carried. 


"n | 
A: see EM XVI. E L y. & seq: : 


sa € 


98 


a given major 
or minor key 


supposed, 


primary 
major 


» modulation. 


primary 
minor 
modulation. 


secondary 
. 
major 


modulations. y. 


secondary 
minor 
modulations. 


the rule of 
second ary 


. modulations 


not absolute, 


extent, ^ 


treatment, . 
and use of. 
 extraneous 
modulations: 
and of their 
return to. the 


t origi RAL keys 


Ae However it is not uncommon to find this rule often disre 


ct d 


° 


If this rule disagrees | with that in the order of minor modulations in 


conciled: that rele is law, 


Of MODULATION. 


| Part III. 


~ 


>ORDER of MODULAT ING. 


($5) | The order of modulating: from one AA ee to : 
another, more or less related to it, may be comprehended under the . 
following general heads: | ness 3 * 4 

1. The first. modulation of a major key, i is into its fifth For dominant; 
this tone being, GE the scale) next in influence. ta. the key. 

2, The first modulation of a minor key, i is. into its third t major; 
this brings the minor key back to the major key on which it is . 
established. ‘ | 

3. The secondary modulations of a major key, depend much. more 
on will, than on rule; but before the return: of the original key, the.fourth 
maior,and sixth. minor, are generally introduced. 

4. The secondary modulations of a minor key, also depend moreon 
will, than on Val xu but its nearest relative keys are always to | 
be prefered. : | dde: | 

5. In secondary modulations, DH Y depends on what is to be express. 


ed ina composition; especially in vocal music. However secondary mo. 


| dulations may be considered as episodical; therefore 1£ the composition f 2 


ds very short, they need not be introduced at all. 


6. Few pieces of extent confine themselves to lali modulations 
alone; but go into others apparently extraneous and foreign to the 
original key. This happens, when one of the relative keys is consi. 
dered as principal; by which a second order of keys arise; collate. 
rally relative to the primary key: or when the modulation is still 
carried further; then by regarding one of these collateral keys as 


principal, a third order of keys present themselves. But such extra. 


neous mModalatinne ought to be admitted wath great caation, on account 


of their extreme distance from the original key, which if once lost 


-——— 


‘sight of, can only be regained, in: the following manner: by 


modulating to one of its relative kei: ; 


harmonic change, or: abrupt modulation, * 


or by the means of an en. 
"Extraneous modulations 

may however be used with great effecti of this the works: of Haydn, 

Mozart, and other. asters af the' “art, contain. Many fine instances, 


* 


E 


garded, particularly in short pathetic Mores. or EN 


($5) at m. it TM - be thus Fel. 


but this is custom y that rule is seldom abided by, but this is Almost universal especially 


in moders compositions in PUT minor. vm £- ^ : i d FS Tur A 


N = 


P; i ; cons 4 PEL 
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What PORTION of a COMPOSITION should be OCCUPIED by MODULATION. 


UAR e (se). ea eya to the ence order of modulating, pach key "x 

modulation, . ; 
. asit relates | must yis c4 more or less portion of a pompeption. But what these 
^to the prin. ` 

cipal key. portions are, has never been decidedly determined. Therefore the 


following are only given as outlines, to direct the modulator to, and 
from the original key. : DC bs z 

1. The eruit key Mis d dpi occupy the greater part of a 
composition. 

2. The first Mey modulated into; ; the next portion of the composition, 


3. The secondary relative modulations should occupy less time than 


the first modulation; but more or less comparitive portis of time; 


according to hele nearness, or Renee from the original key. 


4. Extraneous modulations should occupy less of the composition: | 


( 


T MGR any . su the eetative keys. 


5. The original.key should always be kept in view, and on its last . 


return, should occupy a proper portion of time, 


Em Somo general REMARKS to assist the foregoing. 


"En every key is naturally related to five others, so ) each of these 


auxiliary 


remarks. 


relative keys can only. be considered as one degree or remove from 
. the original: consequently, keys which are not relative, must be. 
extraneous. | 

2. As. the relative minor, of every major key is on the sixth tone 
above, and not that of the same name; consequently, major had minor 
‘keys of the same name, are not related but extraneous. | 

3. Therefore if any major key changes immodiately to the minor of. 
the same name, or vice versa, the modulation is n ot natural, but abrupt; 


ES 


as will be shewn. 


intent 
- of the 
. circle. 


or a general 
view of keys 
as they relate 
to the two 

natural major 


and minor keys. 


directions 


xv. 
wok 4 


relative. l 
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E (s 8. |^ To point out at one view, the different degrees of affinity 


that one key bears to another, is the object of the following 


CIRCLE do A ory A 
| 
yt 
[3 
ae 
^ o 
&- 
* 
e 
t 
Me c 
| CU ANI Use of the CIRCLE explained. a n : 


1. Every note in the circle is a key, and every key is supposed to car. 
ry two names; one for the major,the other for the minor. _ jo UE 
. 2. To find the major keys, read all the notes in the bass clef; and to 
find their relative minor keys, read the same notes as in the treble; but 
the flats and sharps read always as in the bass clef. For instance, the key . 
without flats or sharps at the top (as explained in the centre of the circle) 
is that of C major and A minor. That on its left is F major and D minor, 
having B flat; and that on its right is G major and E minor, having F sharp. 

3. The keys on either side any one given, shew those which are 

4. The key with six sharps,and that with six flats, being on keyed instru. | 
ments the same in sound, may only be considered as the same key. 

5. The figures round the circle shew the distance of the keys, against 
which they are set, from the natural keys in the centre of the circle. . 

———— ÁN a O o 
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definition, (s 9.) Abrupt modulation is a sudden inge from one key to 
IRRE es. another not immediately related. This modulation may take place, either 


l | 3 ud . by changing the mode; by omission; or by an enharmonic change. 


li : z 1. By CHANGING the MODE. 
| 
| 


PE re (s 10). : If any of the major keys contained in the relative modu. 
dou lations of a given key*are changed into minor,or the minor keys into major, 
| ine DA the modulation is abrupt. 


eee minor keys. -irrelative major keys. 


Acce the word atti keys (S4-) 


abrupt modulations from The; given key at h. 


3k see the AERA keys (s 4) ^ 


| | | given key. (maior 


| : given key. (mi nor) 


PEE UE irrelative major keys. irrelative minor keys. 


jeu The primary or leading key ath. is supposed to precede, the others 
"o Dat k.i. m i:o., immediately; so that every step it takes,is pabrupt ; not 
even excepting Misi fro boto i, which bears the same name, 


The four: first bars of the following chorus,is adduced, as a fine instance 
of the powerful effect of abrupt modulation. 


"Ca 1 Hi == ER ERA Handel. 


” E Gl "PUERTA PREPA" RO GUS (EA 
e— 90 9$ 5 1-9—9— ——52 OR. I>! o... UY 


N 


J. CHORUS. He rebuked the red sea: i che it was eo up. “Israel in Egypt. 


(tutti?) p- | q. r. (voices only.) “yi ) ur l 
The sudden Dhabgre. so highly expressive of the language,takes place — l 


| 

EY between q and r. The sentence, “he rebuked the red sea" is most for. M 
: | cibly given by the great cadence at p and q; and the next “it was dried up? | 

is not less sublimely imagined, by the change of the mode between q | I 

D and r,and the introduction of the key at s. Also, from the first. 


: ; M li 

sentence being expressed by the power of instruments and voices | Ii 
united, and the next sentence by voices only, an effect is produced. TOME n 
Ii 

truly impressive. - UN | pom i | {| 


* 


62 


akud. 
méthod * 


resolution of 
_ this species 
y of enharmonic 
modulation. 


* 
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2. ABRUPT MODULATION by OMISSION. 


(s 11.) This kind of modulation supposes some omitted chord 


between two others, to connect them liso beanie: for instance, 


|| 
i 
«Eo Va i 
EF iba, AAS IRAN iq CE Lolo y 1 
t. v. W. w ye 


It must be svileni that such modulations as those from t to v, v to w, 


w to x, x to y, can only be admitted by supposing the chords expressed 
in the small. notes, to be omitted. This being the least o Ab inpet of the 


abrupt modulations, is the least used. 


3. . BY CHANGING THE NAME OF ANY GIVEN TONE. 
(S 12.) This’ species of abrupt modulation is of the enharmonic _ 
scale; and is founded on the chord of the diminished seventh. : | 


.. Thus by hmastet the name of the bass of the diminished seventh at z Z, 

to another bass at zz, a fourth inversion of a diminished seventh is pro- | 
duced: also by changing. fhe name of the upper part of the first i inversion l 
of the diminished seventh as at hh; ta. diminished seventh itself is. 


produced, at ii. | es 


Although: the chords at z, zz, or hh, i, are the. same in sound, yet they 


are not so in sense: Tex APAPANGE "T Ko : PRIA 


the hiked at kk may kter resolve into ll or mm; but fhat at nn must 


first resolve into 00, before it can pass into pp. 


`. Chap: XXX. | Of MODULATION. | 63 


fundamental Again the fundamental bass of the chord at kk, is very different 


buss of this 


specieso£mo. from that at nn, although the same in sound; for instance ` 


culation. 


| chords. 


funde. 
bass. 


fine instance | Abrupt modulations are much used in recitatives: here follows as an 
of this species pe A a Co d 
of modulation.  instance,part of that in the Messiah, beginning with, “thy rebuke””. 


Mc | RIS | Handel. 
AN a 
am pe E, LES 


he is full of heaviness: thy rebuke hath broken his heart. 


yes. 


Here the abrupt modulation takes place by changing the-minor third 


in the chord at qq, into a new bass note at rr. 


(S 13.) ix Having now explained the nature and principles of 


concluding 


remarks. 


modulation, as fully as the limits of this work would admit, it only 
remains to be observed, that as modulation depends more than any 
other branch of the art on genius and experience, this short essay is 
. offered, rather aa guide to direct the attention, than to controul the 


fancy, in the exercise of that grand branch.of the science. 


End of Part IM. 


Fart IV. 


PART IV. 


ANALYSIS of COMPOSITION 


design of 


the whole, 


‘nature of 


composition. 


parts of 


composition, 


determined by the intent and subiect ef the composition; on which 


CHAPTER XXXI. 
I NTRO DUCTOR Y OBSERVATIONS. 


(S1.) 1 The object of the following chapters,is an endeavour 
to illustrate those preceding, by a short musical Analysis. But before 
entering: on | he immediate consideration uf the cian proposed, it may 
first be requist to make a few observations, upon musical Compo. 
sition in general. | 

(sa J naice Composition, is either Vocai,. Instrumental, or 
united. The seperate or combined use of voices and Instruments must be 


} 


also depends the number of its parts; but according to that number, 
the harmony on which it i is | constructed, will be more or less Complete! 
($3. A composition may be written in one, two,three, four, 


or a greater number of parts; but if. its harmony i is dales idol to be fully 


expressed, it Should be written in four parts; that being the number, . 


-component ‘of the fundamental discord and its derivatives. If a com. 


: | 
position is written in less than four parts, the harmony cannot aways 


be perfectly expressed; again, if it consists of four, or more parts, 
its harmony will be then fully expressed. This however may be better 


infer stoot by distinctly considering composition,as it is affected by 


the number of its parts j in particular, viz: 


Chap: XXXI. 


two 


parts . 


“are obliged to be omitted. 


four 


parts. 


five or 


more parts, 


: penkis, called uoan but his progpseeqien ought to be so meN rer; VA 


a still greater number of parts; but seldom more than four parts 


. cannot in any degree alter its natural property, or make it in reality 
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Es Composition of. One part, consists of a progression of single | 


that the harmony on which it is founded. may be evidently implied. 
2.. In Composition of Two parts, harmony can only be partially 


expressed. since two parts of every discord, and one of each concord 


2. In Composition of Three parts, concords may be completely 


Tete! as they only consist of three cuim peni parts ; ; but one 


PER 
> 


part of each discord must still be pene tte: 


4. Composition of Four parts, is admitted to bé complete, as 


discords may he fully expressed: concords also become strengthened 
by the necessity of doubling one of their three component parts,in 


pe 


order to create a fourth. 


2. Composition may also be written in five, six, seven, eight, or 


express the harmony according to the strictness. of rule, all 


others being considered as auxiliary, and nothing more than a double 
of the essential parts in the unison or octave: a considerable num ber 


of parts may therefore add to the power and effect of the harmony, but 


* 


consist of more than four essential parts. 


oe 


66 


doubled 
parts. 


essential 


parts. 


| combination — 


of the various 


parts o? the 


whole. 


, ponent parts, in order to avoid two successive fifths or eighths; to 


make a good PRORTERATON 5 er to give some particular. effect. 


to its harmony, as to its construcion. This may be accomplished, by 


other means , which depend on genius and skill: n is dii iis each part be. 


comes essential ta the harmony design, and effect of the whole, 


ara idea of the harmonical construction of composition, 


ANALYSIS of COMPOSITION. Part IV. 


D / 
; 2 y 
" 


| (S4.) The harmony of a composition ‘cannot always be fully 


expressed; it being very often necessary to double one or more.of its com. 


($5). In composition of any considerable number of parts, 
those ehadiftidd to the harmony are Me, e expressed "a thefirst and 
second Missus Tenor, and Bass; and principally by the Voices, if. both 

> y | E : | : | , id y : y | 
vocal and instrumental, | pd PME he a | 


Áo ER | 


(56) n a Mu disposition « of the various parts of rom, i | 


position, however great efr number, ipn. ine become as necessary 


Li 


* 


- 


not vel ade confint mE the essential parts 1 to the voices or Aare thesis B 
aded. but by dividing bin equally, or unequally, between. bak: 


i 


b Peer: them from one pent to another; Be making the iéénltinl 


s 


parte bereme HM Us ax the Vibatdiukte "TOUR essential; by so ` 
disposing,and d ispersing the harmony and interest in general,that, tho' 


only four parts are in divi the ground work, yet by these, and many 


a 
s 


E 
y MT 


These remarks, which have buch made with de intent p giving a 


wjll now 


be folka by a more immediate aeration or the Mibiecf. 


prre RETE nr * 
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$ 
m melody. 3 


but as melody can only express One part of that harmony at atime, | 


e 


general yi 


considered. 
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ANALYSIS o^ COMPOSITION. 
| ult os rte Mo 
n PNE Si Sane ic rec | 2 
| CHAPTER XAAI. - 
| ‘COM POSITION CLONE PANT. S su be 
($ 1.) MELODY, or composition of One part, consists be 


a succession of single sounds, founded on some particular harmony; 


the others must be implied. : f 
($2.) | Fine melody. may however often be composed with- — 
out any knowledge of the principles of harmony ;as elegant language | 


may sometimes be written, without the least acquaintance with the 


rules of grammar: but as in this case, the composer proceeds on 


no settled principle, being guided solely by genius, it must remain: 


for others to determine on what harmony, such melody is constructed. 


particularly 


|. considered. 


; ($3.) = The national air of God save the King,’ would 


appear to have been one of those originally written as a melody, the 


basseslof it being now almost as various as the editions: it may therefore 
be reusódably dd thak the original bass has been leat, or 
that it pci HN one. | : 

The melody of this popular air will now be analysed in order ` 
ta TAN the nature of its- M kiruatiei and in ‘i next pter, 


will be treated as a composition in two parts, for the purpose of 


shewing the harmony on which it is founded. 


y 3 i , 
— — P A A A O SE RS RR A A o 
: t 


+ “La Melodie. LLL Prise par les rapports des sons et par les regles du mode, elle a son principe dans 


^ i y E "n ` : AE 
Tharmonie¿ puisque c'est une analyse harmonique qui donne ies degres, de la gamme, les cordes. du mode, et les loix 


Lay ; > t `à ` 
/ de la modulation, unique elemens du chant, 


i f These basses however are all nearly written on the same ¢round, or fuudamertal harmony. 


(Rousseau. dic: de mus: voce melodie A 
‘ í > 


: P mici: 
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air. 


key . 


. division. 


measure e 


cadence. 


accente 


wat ae 


> 


a 


properties, 


XN 


anditiis OF COMPOSTAR 000 0 ast. TV. 


"GOD SAVE the KING. ELI M 


-ep E PEOI 
[UT AA AGA SA ane 
VP IR SSO IMPR AUNT n RSE 


The CONSTRUCTION of the AIR. 


1. This air, like most short pieces, does not modulate; but commences, 


continues, and ‘concludes in the same key, which is here that of C major. 
- 2.. The air is divided into two parts; the first containing Six bars, : 
and the second, eight. | | : 
3. The measure of the piece is unequal; the antecedent or. first part of 
six bars, being answered by a consequent or reply of eight bars. 


4. The melody makes two final cadences; one by the sensible note T 


and key at k,1; the other by the leading iod and key at p,q- But as 


the sensible and leading notes are each component parts of the perfect - 
chord on the dominant m real cause of the cadencell both cadences | 
are in principle the same. UA ; | 

ae: The accent of the air, is on the first note of each bar; but as the 
notes in general, are not very short, the third part of PCR bar may 
receive a discretionary accent, bk. 

6. The principal properties of thi’ air would appear to be a as s follow: 

h, decides the tone of the key; 
: E i, determines it fq bs major; 

| m,completes its harmony: _ MT E PRES 

. h,i,m, combined , constitute the perfect chord of the key. . 
m,n,o, describe a beautiful and gr agual- progression. | e 

k, bad p, are essential to the cadence, at |, q. E 

To conclude, the notes K i m, are the three most stri king aes 


of the. air; as they not only are anales to the key, but make a greater 


| impression on the ear, than any other part of the melody. 


PS SST SO 3C cA cR m 2 eS > cile ee lah: LL NR MIE TA CT mc ore ms 


` : i à z% s P 75 ~ ^ LIN pa : 
+ see chaps: XXX, 62) 3. rz see chap? tl, 4S3. bs A ibid at 2. 
» I see chap?.IX., ($2) he- if * ES see Introduction, ¡SEN 3, | 


1 


QD, x 
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CHAPTER XX XIII. 
"COMPOSITION of TWO PARTS.. | 
(SI. The melody of the preceding chapter is here continued and + 


Pro treated as a composition of two parts4e; by the addition of a bass, | | 
selected from those generally set to the air: the fundamental bass of 
: the whole is also added for the purpose of proving and explaining the 
harmony of its construction. | Tia : 
Het T | “GOD SAVE THE KING. X13 
or melody poro ee L——3 


Bass i HI 94 purum 


or harmony. ] sonar ans a rarus ce 


fun damental Lah Y ELY ATA SRST 
Bass. 
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>  ,GENERAL. EXPLANATION. 


bands. and 1. The melody at h commences on the key; the bass at i does the same 
harmony to establish it. The progressions of the bass from o:to t; y to z; M to P; 
of the airs T to U; and kk toll, are all fundamental. The bass at z divides the chord | 
of the key into six successive parts; which not only enriches the harmony, but 
fills up the time of the bar, and leads back to the first,and into the second parts of 
the air, The second part of the air commences on the dominant at H;but which the 
bass at I only treats as in the harmony of the key;of which the chords at K L, 
are inversions. The two chords at Q R are also inversions of that at P. The me. 
lody and bass at U pass on rapidly in thirds, but express the several chords explain. 
ed by the fundamental bass. Though the four notes of the melody at mm, nn,oo, 
. pp» all belong to the bass at hh, yet only the two at nn, pp, are essential to its 
- harmony; those at mm, oo, being nothing more than passing notes or transitions. 
d The bass at 1l divides the chord of the key into five successive parts; the first four li 
fill up the harmony, and the fifth marks the conclusion. : 


fundamenter 2. The progressions k,l; t, v; w,x; V, W5 are allowed by the rule of omissiont., 


bass, As the chord at n is used in transition t, it is not considered as belonging to the .> - | 
| fundamental bass. With these exceptions all the other progressions are regular.l| ` 

ad wae . 8. The deviations from the natural harmony of the scale take place «by 
harmony a fundamental progression at q; by licenced progressions at k,l; t,v; w, x; : li 
V, W; by transition at n; and by the inversion of the perfec: chord of the ii 
keyatx,L, S, X, and ii. -: | 
Caelo s, 4. Perfect cadencesfftake place between 0, p; y.z 
Imperfect cadences betweenttr,s; s,t; S, Y; an 

between t, v; and V, W. ? 


N, O; T, U: and kk, ll, ll 
7 Z, Interrupted cadencesllll, 


HE see chap: XXXI. ($3.) 2. T chap: XXIX. ($3.) 6. È chap: XXVII, (96.) I. 
33 chap: XXVII. (87) qehsp: IX. ($2-) fiiis. (^ 3.) Wikia. (EN 


nature, 


` example, 
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Vio: 240 


Basso. 


Fund: Bass. Imi cram WD em eon E 


harmony : 


cadences. 


modulation, . 
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CHAPTER XXXIV. ` 


COMPOSITION of THREE PARTS. 


$1.) In. composition of three parts one part of each discord 
: must be omitted, but the harmony of concords. isf complete. 
.* ($2. _» The first movement of the following simple and beautiful 


LI 


Trio, is taken as an example of composition in three parts.- 
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GENERAL EXPLANATION. 

1. The notes at h and M are all unaccented passing: notes,or tran. 
sitions: the note at q: is an accented transition. The chord of the seventh 
tho’ not expressed in the. harmony at Z, a. is nevertheless understood by 
the progression of the fundamental bass. The bass at K may be con. 


sidered as a driving note, and the real fundamental bass of the harmony 3 


that at R, ' S. 


Do 9 ^ Perfect cil dos take. wider at l, m; r,s; N,O. Imperfect cadences 


at n, o; S/T. Interrupted cadences at i,k; P, Q. Suspended cadences at t,v; and L. 
i 3. The piece commences in Eb major; modulates into its fifth at p; 
into its’ relative minor at 4: and returns to the original key at y. 5 


De see, chap: XXXI. ($3) 3. " T iiia. EC 
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CONCLUSION. | ^. Part IV 


GENERAL EXPLANATION. 
The above composition has parts also for two Oboes,and two Horns; 


buí as the former run throughout in unison with the first Violin, and 
the latter in unison or octaves with. the parts in general, it would 


be as improper to. insert them, as to deem it a composition of more 


Ju. 


than four parts * m2 DE. ids 


From what has been said of passing notes or transition, those: in 
he above composition may be sufficiently evident without any farther 


explanation. The chords and basses admitted by transition; and not 


belonging to the fundamental harmony, are those. marked h. The sixth 


im the chord m is omitted, at. k, where the eighth fu the bass is dou bled, 


to make an easy progression from i to E : many other parts of the har. 


mony are also doubled, for the same reason. 


As several basses are only in'part figured, snd many. chords only. 


partially expressed, the seventh of the fundamental basses at n must 


in consequence be implied, though the note which causes that seventh 
may not appear in either part of the idea) Std die ke 

The two sixths at o,p; may be considered as suspensions; the 
first of the perfect chord, the second. of the mera, which the 


fundamental bass at q, r, will shew. 


The cadences, and modulation af. the composition may be evident 
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Having kried Aa from. its source, , explained. its nature, 


j pointed. out its application, Bud treated of the science. in general; 


this work will be concluded by an example, given. as an “instance of. 
the distribution of harmony in composition on a large: scale ^. 43 


From what. has been already said, it is now presumed that the 


“taste and. discernment of the reader. will easily. discover the beauty. 
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any other explanation than that of some few references to the 
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